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The	 study	 employed	 a	 semi-structured	 and	 open-ended	 qualitative	 interview	
approach,	 and	 adopted	 cross-national	 research	 as	 a	 framework.	 Mergers	
between	independent	specialist	art	and	design	institutions	and	multidisciplinary	
universities	in	the	UK	and	China	were	examined	as	a	starting	point	to	make	the	








found	 in	 the	 organisational	 studies	 literature.	 The	 thesis	 used	 this	 concept	 of	
culture	as	a	framework	to	evaluate	the	organisational	culture	in	independent	art	
schools	 and	 art	 schools	 in	 large	 universities.	 The	 second,	 more	 productive,	
meaning	of	the	word	culture	drew	on	the	Western	European	and	Chinese	history	
of	 ideas,	 particularly	 Romanticism,	 which	 had	 its	 own	 manifestations	 in	 both	
Western	and	Chinese	cultures.	In	this	sense,	the	concept	of	culture	was	adopted	




















































































































































































































































focus	 on	 the	 sphere	 of	 art	 pedagogy	 or	 the	 history	 of	 how	 art	 is	 taught.	 It	
investigates	art	schools’	ethos	in	terms	of	their	culture	and	identity	in	the	time	
period	 from	the	middle	of	19th	century	 to	 the	early	21st	century	 in	 the	UK	and	
China.	 It	 also	 draws	 on	 ideas	 in	 the	 pre-modern	 period	 to	 investigate	 how	









in	 the	UK	 and	China	which	 act	 as	 deep	beliefs	 and	 core	 values	 of	 art	 schools’	
identity.	 Organisational	 culture	 and	 collective	 identity	 theory	 in	 organisational	

























James’	 2016	 work.	 Xiyang	 Yuan’s	 2003	 and	 Ruilin	 Chen’s	 2006	 books	 on	 the		
history	of	modern	art	and	design	higher	education	are	the	main	resources	in	this	
area	 in	 China.	 Art	 schools	 such	 as	 Academy	 of	 Arts	 and	 Design	 in	 Tsinghua	
University	 have	 their	 own	 institutional	 history	 books.	 There	 are	 also	 many	




university	 in	 the	 UK	 and	 decided	 to	 complete	 research	 comparing	 British	 and	
Chinese	 independent	 art	 institutions	 and	 art	 schools	 in	 multidisciplinary	
universities.	However,	having	done	the	work	in	just	over	four	years,	I	found	my	
research	 had	 led	 me	 to	 conclude	 something	 deeper	 than	 just	 comparisons	
between	two	types	of	art	schools	 in	the	UK	and	China.	What	I	studied	was	the	























out	 the	meaning	behind	the	participants’	personal	experiences	 in	 terms	of	 the	
starting	 point	 of	 this	 research:	mergers	 between	 independent	 art	 schools	 and	
universities,		and	to	answer	the	key	research	questions	in	terms	of	how	and	why	
the	 integration	 of	 art	 and	 design	 schools	 and	 higher	 education	 institutions	
happened	and	developed;	how	traditional	culture	and	philosophy	and	culture	that	
was	introduced	by	another	country	affected	the	development	of	art,	craft,	and	









participants,	 and	 then	 they	 recommended	 other	 participants.	 That	means	 the	
sample	was	emergent	during	the	process	of	gathering	data.	I	ended	up	with	30	
participants	in	total,	five	from	independent	art	and	design	institutions,	19	from	
merged	 art	 and	design	 schools	 in	 universities,	 and	 six	 taken	 from	non-art	 and	









schools”	 to	 indicate	 Higher	 Education	 units	 that	 offer	 art,	 decorative	 art	 and	
design	 subjects.	 My	 interviews	 showed	 that	 art	 and	 design	 people	 in	 the	 UK	
customarily	 call	 schools	 that	 have	both	 arts	 and	design	 subjects	 “art	 schools”,	




but	 the	 implication	 is	actually	 “art	 schools”.	The	Chinese	word	“Yi	 Shu”	 (H.)	
which	I	will	discuss	during	the	thesis	literally	translates	as	“art”	and	is	equivalent	
in	usage	to	“arts”	in	English,	and	the	literal	translation	of	“Mei	Shu”:	“fine	art”	has	
the	 sense	meant	 by	 the	 English	 usage	 of	 “art”.	Moreover,	 there	 is	 a	 sense	 of	
intimacy	 both	 between	 “art	 schools”	 and	 “Mei	 Yuan”	 –	 they	 share	 a	 sense	 of	
nostalgia	in	art	people’s	feelings,	to	remember	and	to	inherit	the	characteristics	






















As	 investigating	 the	 culture	 and	 identity	 of	 art	 schools	 has	 been	my	 goal,	 the	






on	 ideas	 from	 Soenen	 and	Moingeon’s	 five	 facets	model	 of	 identity	 theory	 in	






this	 cultural	 history	 is	 that	 it	 forms	 the	 foundation	 and	 contexts	 of	 the	main	
findings	of	my	 research.	 The	deep	beliefs	 and	 core	 values	of	 art	 schools,	 their	
organisational	 culture	 and	 collective	 identity,	 reflect	 the	 culture	 in	which	 they	
have	grown	up.	Throughout	time,	this	culture	of	the	UK	and	China	have	shaped	
the	 art	 schools	 to	 become	 what	 they	 are	 today.	 Comparing	 similarities	 and	
differences	 between	 the	 history	 of	 the	 two	 countries’	 art,	 craft,	 and	 design	





period	 to	 the	modern	period.	 The	development	 and	 interrelationship	of	 these	
terms	embodies	the	evolution	of	cultural	history	in	arts	activities,	and	education.	















changing	 status,	 and	 their	 tangled	 relationship.	 So	 the	 historical	 aspect	 of	 the	
thesis	has	two	parts	to	it:	a	traditional	part	and	a	modern	part.		
	
Art,	 and	 craft	 in	 the	 UK	 and	 China	 have	 had	 a	 long	 history,	 which	 included	
similarities,	special	cultural	details	and	has	its	roots	in	the	pre-modern	history	of	
both	 countries.	 Traditionally,	 “art”	 in	 the	 Western	 European	 culture	 and	 its	
corresponding	term	“Yi	Shu”	in	Chinese	culture	had	similar	meanings	as	skills	and	
craft,	though	the	time	periods	in	the	two	nations	were	not	concurrent.	Examples	
of	 these	 can	 be	 seen	 as	 the	 Seven	 Liberal	 Arts	 and	 Sciences	 in	 the	UK,	which	






the	 Eastern	 Zhou	Dynasty	 (770	 B.C.-221	 B.C.)	 “art”	 had	 something	 to	 do	with	
decorative	activities,	 the	main	purpose	of	 this	decoration	was	 to	 serve	“rites”.	
Then	around	the	Tang	Dynasty	(618-907),	“rites”	was	excluded	from	the	meaning	
of	“art”,	and	“art”	gained	a	subcategory	which	contained	aesthetic	experiences.	























from	 the	 16th	 century	 to	 the	 19th	 century.	 Then	 in	 the	 early	 20th	 century,	 the	
modern	concept	of	design	became	divorced	 from	craft.	Before	 the	 separation,	
there	was	misunderstanding	 and	 confusion	between	 the	meaning	of	 craft	 and	
design	 in	 the	UK	because	of	 the	unstructured	 relationship	between	 them.	The	
confusion	 between	 craft	 and	 design	 also	 happened	 in	 China	 because	 of	 the	
collision	between	its	traditional	culture	and	the	imported	Western	culture.	This	
history	of	the	terminology	of	art,	craft	and	design	in	the	UK	and	China	stems	from	





















UK.	 	 In	1946,	 the	UK	established	 its	 first	higher	educational	diploma	 in	design:	
National	Diploma	in	Design	(NDD).	It	was	replaced	by	an	integrated	art	and	design	
degree:	 Diploma	 in	 Art	 and	 Design	 (DipAD)	 based	 on	 a	 series	 of	 educational	
reports.	Then	in	the	1970s-1980s,	British	art,	craft	and	design	higher	education	
evolved	 into	 the	 next	 stage,	 merging	 into	multidisciplinary	 universities.	 These	
mergers	 gave	 art	 and	 design	 higher	 education	 a	 potential	 of	 multidisciplinary	
environment	 and	 produced	 two	 forms	 of	 art	 schools:	 independent	 ones	 and	
merged	ones.	
	





in	 China,	 fine	 art	 education	 in	 China	was	 established	 in	 the	 early	 20th	 century	
before	modern	craft	and	design	higher	education	appeared	influenced	by	British	
and	West	European	culture.	Later,	from	the	early	years	of	the	20th	century	until	
the	 1970s,	 China	 began	 to	 distinguish	 between	 modern	 craft	 and	 design	
education	in	successive	waves	of	influence	from	Western	European	culture.	From	
the	 1980s,	 China	 comprehended	 the	 concept	 of	 modern	 craft	 and	 design,	











became	 a	 new	 form	 of	 art	 institution	 and	 pointed	 to	 an	 interesting	 subject:	
comparison	between	independent	and	merged	art	schools.	
	
Chapter	 5	 takes	 the	 other	 sense	 of	 “culture”,	 organisational	 culture,	 as	 a	
theoretical	 framework	 to	 compare	 independent	 and	 merged	 art	 schools	 and	
investigate	their	deep	beliefs	and	values.	The	concept	of	organisational	culture	
indicates	 that	 there	 are	 basic	 assumptions	 of	 deep	 values	 and	 beliefs	 in	 an	
organisation	which	are	shared	by	its	members.	These	deep	values	and	beliefs,	as	
a	 foundation	 of	 the	 organisation,	 guide	 its	 members’	 feelings,	 thinking	 and	







“common	 sense”	 of	 the	 organisation	 -	 its	 stable	 taken-for-granted	 beliefs	 and	
values	 (Schein,	2010,	pp.	23-33).	Following	 these	 three	 levels	of	organisational	
culture,	 I	 analysed	my	 interview	 data	 in	 terms	 of	 the	 cultural	 differences	 and	
similarities	between	independent	and	merged	art	schools.	
	
Compared	 to	 the	 independent	 art	 schools,	 art	 colleges	 in	 multidisciplinary	




and	 language	were	changed.	Based	on	 the	 interview	data,	before	 the	mergers	












(participant:	 Carol	 Jones).	 If	 the	 mergers	 were	 not	 properly	 done,	 some	 art	
schools	were	even	diluted	after	merging	with	universities.	The	mergers	may	also	
influence	 art	 schools’	 reputation1.	 The	 universities’	 reputation	 may	 both	 add	
improve	 or	 undermine	 the	 art	 schools’	 reputation.	 The	 merged	 art	 schools’	
reputation	relies	both	on	the	schools’	and	the	universities’	reputation.	Second,	in	
the	 middle	 level	 of	 organisational	 culture,	 art	 colleges	 in	 universities	 may	 be	
restricted	by	the	universities’	scientific	research	system	and	research	assessment	
system.	These	university	systems	do	not	suit	art	and	design	higher	education,	as	
art	 and	 design	 subjects	 and	 creativity	 do	 not	 suit	 measurement	 by	 scientific	
methods.	 Lastly,	 the	 culture	 of	 art	 school	 was	 assimilated	 into	 the	 university	








to	 some	 extent	 isolated	 environmentally	 and	 academically	 while	 merged	 art	
schools	 have	 a	wide	 and	 high	multidisciplinary	 platform	 as	 a	 result	 of	 gaining	
access	to	the	universities’	resources	and	collaborations.	The	third	counterpart	is	
the	 two	types	of	art	 schools’	administration	 that	 is	 in	 the	middle	 level	of	 their	
organisational	culture.	Administration	 in	 independent	art	 schools	 is	 sometimes	
unstructured	 and	 people-orientated	which	 could	 run	 the	 risk	 of	 nepotism	 and	
                                                












the	 two	 types	 of	 art	 schools’	 organisational	 culture,	 freedom	 and	 structure.	
Freedom	gives	power	to	art	schools	but	freedom	without	a	proper	structure	in	
independent	art	schools	might	not	offer	a	good	educational	experience.	Structure	
sometimes	 means	 restrictions	 but	 what	 it	 could	 also	 cause	 is	 a	 self-imposed	









those	 art	 schools	 which	 were	 independent	 from	 universities.	 Organisational	
culture	can	be	seen	as	the	context	for	collective	identity,	both	deriving	from	the	
same	beliefs	and	values.	This	connection	between	an	organisation’s	culture	and	




concept	 that	 relates	 to	 areas	 of	 sociology,	 philosophy,	 psychology	 and	
anthropology	and	defines	the	central	characters	of	a	person	or	an	organisation.	
The	thesis	is	not	a	study	of	a	person	(self-identity)	but	a	study	of	certain	type	of	
organisations.	To	study	 the	 identity	of	an	organisation,	 some	concepts	 such	as	
visual	identity,	corporate	identity	and	organisational	identity	are	relevant.	There	
are	also	some	other	related	concepts	within	the	domain	of	business	identity,	such	
as,	 corporate	 images,	 corporate	 reputation	 and	 corporate	 communications	






organisation’s	 identity	 is	 not	within	 the	 sphere	 of	 this	 thesis.	 The	 relationship	
between	 the	 rest	 of	 the	 concepts	 related	 to	 identity	 is	 that	 identity	 can	 be	
achieved	 through	 communication	 and	 communication	 creates	 images	 and	
reputation	(Gray	and	Balmer,	1998,	p.	696).	In	these	concepts,	corporate	image,	
which	is	relatively	short-term	as	a	transitional	impression	that	outside	audiences	




reality	 of	 what	 goes	 on	 inside	 art	 schools.	 However,	 as	 discussed	 in	 detail	 in	









professed,	 experienced,	manifested	 and	 projected	 identity.	 Attributed	 identity	
groups	the	short-term	and	long-term	ideas	of	corporate	image	and	reputation.	It	
is	 used	 to	 analyse	 the	outside	 perception	of	 art	 schools.	 Experienced	 identity,	
professed	identity	and	manifested	identity	are	what	the	organisation’s	members	
experience,	 believe	 and	 profess	 about	 the	 organisation’s	 inside	 reality.	
Experienced	identity	is	the	deepest	level	of	organisation’s	collective	identity,	the	
central,	 enduring	 and	 distinctive	 characteristics	 of	 the	 organisation	 that	 its	










ideas	 about	 art	 schools.	 Projected	 identity	 mediates	 between	 the	 outside	





Chapter	 7	 uses	 the	 categories	 just	 introduced	 to	 understand	 an	 aspect	 of	 the	
identity	of	art	schools	that	emerged	from	the	interviews	–	the	idea	of	the	“real”	
art	 school.	 The	 category	 seemed	 to	 encapsulate	 significant	 elements	 of	 the	
professed,	experienced	and	manifested	identity	of	art	schools	and	is	present	in	












sense	of	 a	word	 like	 “bohemian”	 that	 I	 found	 in	 the	academic	 literature	and	 I	
understood	there	were	limits	to	the	degree	to	which	I	could	assume	all	the	ideas	
associated	 with	 the	 bohemian	 tradition	 of	 romanticism	 were	 present	 in	 the	
interviewees	references	to	it.	However,	it	was	appropriate	to	use	such	statements	
as	a	starting	point	for	this	analysis	because	the	word	“bohemian”	pointed	to	the	












were	mainly	 “poor”	 artists	who	 came	 from	affluent	middle	 class	 families.	 This	
bohemian	ethic	provides	legitimation	for	art	schools	and	their	form	of	education.	
In	 merged	 art	 schools	 that	 are	 influenced	 by	 the	 university’s	 organisational	





Taoist	 tradition,	 that	 developed	 after	 Taoism	 in	 the	 Weijin,	 Southern	 and	
Northern	 Dynasties	 (220-589)	 and	 is	 the	 representative	 of	 Chinese	 romantic	
culture.	 Among	 the	 factions	 of	 neo-Taoism,	 the	 “Weijin	 Personages”	 and	 the	
“Seven	Sages	of	Bamboo	Grove”	are	comparable	 to	European	bohemians.	Like	
them,	they	came	from	wealthy	aristocratic	families	and	had	political	status.	Their	
artistic	 activities	 and	 unconventional,	 uninhibited	 behaviour	 sought	 individual	























UK	 and	 China	 representing	 Western	 and	 Eastern	 cultures	 respectively	 have	
distinct	features	and	unique	cultural	traditions,	British	and	Chinese	culture	have	
some	similarities	in	their	histories	in	which	their	art	schools’	cultures	are	rooted.	
As	 discussed	 earlier	 in	 this	 chapter,	 the	 connotations	 and	 development	 of	
terminology,	such	as	“art”	and	“craft”	had	analogies	in	the	pre-modern	period	in	






and	West	European	 culture	 to	a	 great	extent,	 via	more	violent	means	 like	 the	
Opium	Wars	 of	 the	 19th	 century.	 This	 forced	 China	 to	 start	 its	 modernisation	



























counterpart	 features	 in	 their	 organisational	 culture	 that	 will	 be	 discussed	 in	
chapter	 5.	 First,	 being	 absorbed	 into	 universities	 could	 bring	 art	 schools	more	
financial	 support	 compared	 to	 independent	 art	 colleges.	 Second,	 merged	 art	
schools	have	opportunities	to	create	a	multidisciplinary	platform	and	vision	in	the	




more	 structure	 in	 merged	 art	 schools	 but	 more	 freedom	 in	 independent	 art	



















On	 the	 contrary,	 the	university	 culture	 that	 influences	 the	merged	 art	 schools	
makes	the	culture	of	art	school	mixed	and	diverse.	So,	it	does	not	matter	if	an	art	
school	is	part	of	a	university	or	remains	independent.	As	long	as	it	preserves	the	
































This	 chapter	 presents	 the	 methodology	 and	 framework	 used	 to	 conduct	 my	
research.	It	is	a	culture	study	in	the	overlapping	areas	between	humanities	and	




and	open-ended	qualitative	 interview	approach.	 Interviewing	 is	 an	appropriate	
way	 to	 find	 “meanings”	 underlying	 the	 participants’	 personal	 stories	 and	
experiences	in	terms	of	the	mergers	in	both	the	UK	and	China.	
	









This	 section	 fits	my	 research	 into	Michael	 Crotty’s	 framework	 about	 the	 basic	
elements	of	research	process	to	demonstrate	the	foundation	of	my	studies.	The	
basic	 elements	 of	 any	 research	 process	 consists	 of	 methods,	 methodology,	











the	 process	 and	 grounds	 its	 logic	 and	 criteria.	 Epistemology	 is	 a	 theory	 of	
knowledge,	which	 informs	the	theoretical	perspective	and	thereby	 informs	the	
methodology	(ibid,	pp.	2-3).		
Crotty	did	not	 include	ontology	as	part	of	 the	 research	process.	 In	his	opinion,	
ontology	 is	 “a	 study	 of	 being”,	 and	 focuses	 on	 “what	 is”,	 “with	 the	 nature	 of	
existence,	with	the	structure	of	reality	as	such”	(ibid,	p.	10).	In	the	Middle	Ages,	








10).	 In	 Crotty’s	 opinion,	 ontological	 debates	 were	 not	 relevant	 to	 analysis	 of	




research	 and	 made	 a	 figure	 (Figure	 1)	 to	 imitate	 Crotty’s	 terms	 schema,	
demonstrating	 the	 logical	 process	 of	 my	 research.	 The	 process	 went	 from	
epistemology	to	theoretical	perspective,	methodology	and	methods.	It	could	also	
be	turned	upside	down	as	pointed	out	by	Crotty	(ibid,	p.	13)	and	this	sequence	
























At	 the	 epistemology	 level,	 it	 naturally	 led	me	 to	 constructionism.	 The	 view	 of	
constructionism	 according	 to	 Crotty	 was	 that	 human	 beings	 construct	 the	
meanings	by	engaging	with	the	world	they	interpret.	The	world	held	no	meanings	
before	there	were	“consciousnesses	on	earth	capable	of	interpreting	the	world”	
(ibid,	 p.	 43).	 So,	 the	mind	 is	 where	 the	meanings	 come	 from.	 In	 terms	 of	my	
research,	I	adopted	a	qualitative	approach,	which	was	about	interpretation	and	





out	 and	 compare	 in	 what	 ways	 people	 in	 the	 two	 nations	 (UK	 and	 China)	
constructed	meanings	 in	 the	mergers	 of	 art	 and	 design	 institutions	 and	 in	 the	
development	of	art	and	design	higher	education.		
	
Then	 to	 fit	 into	 Crotty’s	 next	 three	 levels,	 my	 research	 was	 first	 within	 the	
interpretivist	 theoretical	 perspective,	 which	 looked	 for	 “culturally	 derived	 and	














research	 and	 quantitative	 research	 was	 not	 listed	 in	 Crotty’s	 schema	 in	 the	
methodology	column.	Crotty	explained	that	to	divide	research	into	qualitative	or	







contexts	 of	 romantic	 ethics	 in	 the	UK	 and	China.	 In	 the	 last	 level,	 (qualitative)	
interview	was	chosen	as	my	principle	method	for	data	collection.	Furthermore,	to	
analyse	the	content	of	different	kinds	of	data,	which	included	interview	transcripts,	







This	 section	 demonstrates	 a	 cross-national	 comparative	 research	 I	 used	 as	 a	
framework	 to	 structure	 my	 research.	 I	 will	 first	 focus	 on	 different	 types	 of	
approaches	 to	 cross-national	 research	 that	 were	 classified	 based	 on	 different	





research	 is	“an	approach	 to	knowing	social	 reality	 through	the	examination	 for	
similarities	and	differences	between	data	gathered	from	more	than	one	nation.”	
This	 definition	 simplifies	 different	 levels	 or	 units	 of	 comparison	 to	 that	



















cross-national	 comparability.	 The	 second	 focuses	 on	 national	 uniqueness	 and	
cross-national	 contracts.	The	 last	 focuses	on	cross-national	 subsets	and	 limited	
cross-national	 comparability.	 This	 is	 similar	 to	 Linda	 Hantrais’	 idea	 to	 select	
national	cases	based	on	whether	the	researcher	was	more	interested	in	analysing	
similarities	or	differences	(2007,	p.	10).		
In	 terms	 of	 my	 study,	 I	 focus	 on	 analysing	 the	 mergers	 of	 art	 schools	 and	
polytechnics/universities	both	in	the	UK	and	China.	Those	are	the	similarities	of	a	
subset	 of	 British	 and	 Chinese	 art	 and	 design	 higher	 education	within	 the	 two	
nations’	social	systems.	Hence,	certain	aspects	of	Elder’s	first	and	third	approaches	
were	adopted:	that	was,	cross-national	similarities	in	the	first	approach	and	cross-
national	 subsets	 in	 the	 third	approach.	However,	 through	 this	 starting	point	of	
similarities,	 to	 analyse	 my	 primary	 interviewing	 data,	 both	 similarities	 and	













p.	714).	 	 In	my	study,	 two	nations,	 the	UK	and	China,	were	not	 investigated	as	
entireties	 but	 were	 studied	 as	 contexts.	 The	mergers	 of	 art	 schools	 and	 large	
organisations	and	cultural	history	in	art	and	design	higher	education	in	the	UK	and	





comparative	 research.	Contextualisation	 is	an	 in-depth	understanding	of	 social,	








society,	 culture	or	nation”	 (ibid,	 pp.	 4-5).	 They	assumed	generalisations,	which	
they	 produced,	 to	 be	 universally	 applicable,	 and	 denied	 the	 social,	 cultural,	
economic	 and	 political	 diversity	 internationally.	 The	 universalist	 approach	 of	
cross-national	research	emphasised	similarity	and	convergence	and	is	often	used	








social	 reality	 could	only	be	properly	 understood	within	 the	 context	 in	which	 it	
occurs,	and	the	findings	could	not	be	generalised	because	they	are	restricted	by	
spatial	 and	 temporal	 factors.	 Culturalist	 approach	 of	 cross-national	 research	
focuses	 on	 national	 uniqueness	 and	 particularism,	 as	 well	 as	 cross-cultural	
contrasts	or	differences.	In	this	approach,	generalisation	would	hardly	be	achieved.	
Its	 relationship	with	 contextualisation	 is	 that	 culturalist	 approach	was	 “context	
bound”.	The	context	 is	an	object	of	 study	 in	 its	own	right.	 In	other	words,	 this	
approach	 focuses	 on	 the	 uniqueness	 of	 each	 national	 context	 but	 only	 for	





theoretical	 models	 and	 hypotheses	 that	 the	 researcher	 was	 seeking	 to	 test	
empirically	(ibid,	pp.6-7).	To	avoid	the	extremes	of	universalism	and	culturalism	
and	 to	 combine	 the	 strongpoints	 contained	 in	 these	 two	different	approaches,	
societal	approach	which	is	“context	dependent”	(Hantrais,	2007,	p.	4),	is	used	to	
identify	 general	 factors	 within	 social	 systems	which	 could	 be	 interpreted	with	
reference	 to	 specific	 contexts.	 The	 context	 is	 serving	 as	 an	explanatory	 tool	 to	
obtain	generalisations	of	the	cross-national	subsets.		
Due	to	the	existence	of	the	contexts,	the	differences	and	uniqueness	of	different	
nations	 are	 also	 significant.	 Certain	 social	 phenomenon	 is	 rooted	 in	 national	
specificity	and	is	part	of	the	process	or	system,	such	as	the	equivalent	mergers	
between	art	schools	and	universities	in	the	UK	and	China	are	rooted	in	British	and	
Chinese	 cultural	 contexts	 respectively.	 Their	 different	 contexts	 produce	 both	
differences	 and	 uniqueness.	 So,	 I	 used	 societal	 approach	 to	 conduct	 a	 cross-
national	 research	 in	 art	 and	 design	 institutions	 and	 art	 and	 design	 higher	












and	 appropriateness	 (Hantrais,	 2007,	 p.	 42).	 The	 equivalence	 of	 the	 research	
includes	 equivalence	 of	 samples,	 equivalence	 of	 concepts,	 equivalence	 of	
measurement,	and	equivalence	of	linguistics	(ibid,	p.	42).	The	appropriateness	of	
what	is	analysed	and	how	it	is	analysed	is	also	important.	It	contains	“equivalence	
of	 levels	 of	 research,	 equivalence	 of	 unites	 of	 analysis,	 equivalence	 of	 social	
contexts	 and	 appropriate	 analytical	 techniques”	 (ibid,	 p.	 42).	 In	my	 research,	 I	








Many	 researchers	 suggested	 making	 cross-national	 comparisons	 between	
societies	 at	 the	 same	 evolutionary	 stages	 (Elder,	 1976,	 p.	 213).	 Hantrais	
mentioned,	as	one	of	the	neo-evolutionists,	Parsons	had	developed	a	theory	that	
allowed	 limited	 comparisons	 to	 be	 made	 in	 subsets	 of	 societies	 at	 different	
developmental	stages	(2007,	p.	6).	Those	social	scientists’	attitude	made	the	cross-
national	comparison	between	the	UK	and	China	difficult.	Their	view	is	limited	as	







Some	 other	 researchers	 had	 a	 compromise	 which	 could	 make	 comparisons	






To	 apply	 Przeworski	 and	 Teune’s	 view	 to	my	 research,	 there	 are	 transnational	
networks	 of	 relationship	 between	 educators,	 politicians	 and	 economists	 that	
transcend	national	 boundaries,	 although	 the	 socioeconomic	 systems	 in	 the	UK	


























































UK	 9	 													2(+1)	 													3	 14	
China	 10	 													3	 													3	 16	














Moreover,	 in	 the	 institutional	 level,	 these	 30	 participants	 were	 from	 10	
institutions	both	in	the	UK	and	China.	There	were	8	institutions	in	the	UK	and	2	










China.	 The	 potential	 risk	 of	 having	 two	 samples	 in	 China	 was	 that	 Chinese	































schools	 in	 polytechnics	 and	merged	 art	 schools	 in	 universities,	whilst	 in	 China	
there	were	only	 two,	which	were	 independent	 art	 and	design	 institutions	 and	
merged	art	schools	in	universities.	This	will	not	cause	any	major	problems,	as	the	
ex-polytechnic	is	a	specific	stage	in	the	UK	art	and	design	higher	education.	Since	
the	 formation	 of	 polytechnics,	 British	 art	 and	 design	 higher	 education	 in	
multidisciplinary	 universities	 was	 basically	 established.	 There	 are	 no	 big	
differences	 between	 polytechnics	 and	 universities	 in	 terms	 of	 art	 and	 design	
higher	education	mode.	Thus,	in	this	thesis,	polytechnic	stage	and	university	stage	
in	the	UK	was	considered	as	the	same	stage.		
























and	 Chinese	 cultural	 contexts,	 terms	 and	 concepts	might	 be	 different	 in	 their	
meanings	and	connotations.		I	used	Adam	Przeworski	and	Henry	Teune’s	research	
of	“equivalent	 indicators”	and	“identical	 indicators”	 to	safeguard	the	validity	of	
cross-national	 research	 in	 British	 and	 Chinese	 art	 and	 design	 higher	 education	
(1966,	 p.	 551).	 As	 they	 claimed,	 researchers	 who	 had	 done	 a	 cross-national	
research	could	use	“equivalent	indicators”	in	different	nations	and	relate	them	to	
“identical	indicators”	to	ensure	the	equivalence	of	concepts	in	different	countries.	
To	 be	more	 specific,	 based	 on	 Przeworski	 and	 Teune’s	 view,	 socio-cultural	 and	





comparison	could	be	made	 in	terms	of	these	 identical	 indicators	although	they	
inevitably	had	their	own	cultural	contexts.	Moreover,	concepts	that	were	nation-
specific	such	as	the	“bohemian	ethic”	in	the	UK	and	the	“Neo-Taoism	romanticism”	
can	 be	 seen	 as	 equivalent	 indicators	 and	 could	 be	 related	 to	 the	 identical	
indicators	to	analyse	the	two	countries’	culture.	The	benefit	of	combing	identical	
and	 national-specific	 indicators	 according	 to	 Przeworski	 and	 Teune	was	 that	 it	
“provided	a	scale	for	reliable	and	valid	measurement	of	the	same	phenomenon	in	
various	countries”,	permitting	the	researcher	to	measure	the	phenomenon	that	
might	 be	 considered	 qualitatively	 different	 and	 immeasurable,	 and	 hence	













linguistic	 and	 cultural	 contexts,	 Przeworski	 and	 Teune	 provided	 an	 alternative	
approach	to	measure	the	same	construct	or	dimension,	that	 is,	to	ask	different	
questions	in	different	cultures	(Hantrais,	2007,	p.	38).	Even	interviews	that	follow	
the	 “ask	 the	 same	 questions”	 approach	 could	 ask	 different	 questions	 in	
background	information.	Thus,	in	designing	interview	questions	for	subjects	in	the	
UK	and	China,	the	basic	rule	I	adopted	was	“ask	the	same	questions”.	However,	
questions	 were	 designed	 slightly	 differently	 depending	 on	 socio-cultural	 and	


























the	 researcher	 and	 the	 participants	 (2004,	 p.	 156).	 The	 purpose	 of	 interview	
according	 to	 Michael	 Quinn	 Patton	 is	 to	 allow	 the	 researcher	 to	 “enter	 into	





or	 to	 text	hypotheses”	 (2006,	p.	9).	 So,	 interviewing	 is	a	measuring	method	 to	
make	the	researcher	and	the	participants	work	on	the	topic	and	share	ideas	about	
it.	The	participants’	personal	stories,	experiences,	and	perspectives	are	essential	
data	 for	 any	 researcher	 and	 their	 research	 project.	 Therefore,	 I	 was	 loosely	
“measuring”	my	participants’	views	against	each	other:	to	be	more	accurate,	I	was	
“exploring”	what	 the	 changes	 to	 art	 and	 design	 education	 have	meant	 for	my	
participants,	and	what	art	schools	have	meant	to	them.	
	
There	 are	 several	 major	 types	 of	 interviewing	 methods,	 which	 are	 used	 in	
qualitative	 research	 or	 even	 in	 quantitative	 research,	 such	 as	 structured,	
unstructured	 and	 semi-structured	 groups.	 Unstructured	 interviews	 and	 semi-
structured	interviews	are	the	core	forms	of	in-depth	interviews	(Bryman,	2012,	pp.	
469-471).	The	semi-structured	qualitative	interview	approach	has	been	chosen	as	
my	 research	 method.	 To	 use	 semi-structured	 interviewing,	 the	 questions	 the	
researchers	ask	are	open-ended,	not	having	specific	answer	categories,	and	are	
not	fixed,	so	that	the	research	does	not	have	to	stick	to	a	given	set	of	questions	or	
ask	 them	 in	 a	 given	 order	 (Rubin,	 Rubin,	 2012,	 p.	 29).	 The	 semi-structured	








The	reason	that	semi-structured	qualitative	 interview	 is	a	good	method	 for	my	
project	according	to	Yates	(2004,	p.	156)	is	that	the	best	way	to	find	information	
out	 about	 people	 is	 to	 ask	 them.	 To	 be	 more	 specific,	 the	 purpose	 of	 social	
research	is	to	find	the	“meaning”	rather	than	to	“measure”	the	social	world.	In	
order	to	“explore,	analyse,	and	understand”	the	meanings	of	people’s	experiences	






institutions	 have	 been	merged	with	 universities.	However,	 the	most	 important	
aspect	in	my	research	is	not	to	“measure”	but	to	find	out	the	“meanings”	behind	
this	 institutional	 change,	 i.e.	what	 the	mergers	 and	 the	 changes	meant	 to	 the	
participants,	 the	 art	 schools,	 other	 non-art	 schools	 in	 the	 universities	 and	 the	






In	 Seidman’s	 opinion,	 “Individuals’	 consciousness	 gives	 access	 to	 the	 most	
complicated	social	and	educational	issues,	because	social	and	educational	issues	
are	abstractions	based	on	the	concrete	experience	of	people	(2006.	P.	7).”	To	know	
the	 experiences	of	 art	 schools’	 insiders	 can	be	 a	 primary	way	 to	 study	 the	 art	













in	 British	 and	 Chinese	 art	 schools.	 This	 is	 because	 qualitative	 interviewing	 is	 a	
positive	 and	 direct	manner	 to	 talk	 to	 people	 about	 their	 personal	 experiences	
about	 the	 researcher’s	 topic	 and	 their	 perspectives	 on	 specific	 issues,	 and	 to	
discover	the	“meanings”	the	researcher	wishes	to	uncover.	The	researcher’s	role	





As	 interviewing	 is	 a	 subjective	 measuring	 method,	 it	 needs	 the	 researcher’s	
subjectivity	 to	 shape	 and	 control	 the	whole	 research	 and	 to	 interact	with	 the	
participants,	 from	 selecting	 the	 appropriate	 interviewees,	 designing	 interview	
questions,	 interacting	 with	 the	 interviewees	 when	 having	 the	 conversations,	
transcribing	interview	data,	to	analysing	interview	data.	
	
First,	 according	 to	 Patton	 (2002,	 p.	 341),	 the	 precondition	 of	 qualitative	
interviewing	 is	 that	 the	 researcher	 should	 assume	 that	 the	 perspective	 of	
participants	 is	 meaningful,	 knowable	 and	 detailed.	 So,	 before	 conducting	 the	
interviews,	 the	 researcher	 has	 to	 make	 a	 good	 selection	 from	 the	 candidate	
participants	and	to	ensure	they	are	drawn	from	the	right	groups,	and	have	the	




which	 are	 sufficiently	 open	 to	 obtain	 enough	 data.	 The	 researcher	 also	 has	 to	
prepare	and	ask	follow-up	questions	and	improvise	these	questions	based	on	the	
participants’	answers	and	reactions	during	the	conversation.	Tom	Wengraf	(2001,	








Thus,	 the	 researcher’s	 responses	 are	 based	 on	 the	 participants’,	 but	 the	
researcher	plays	a	dominant	role	in	the	whole	interactive	conversation.		
	
After	 finishing	 the	 transcripts	 and	 the	 participants’	 validation,	 thirdly,	 the	
interview	data	cannot	be	simply	used	after	 interviews.	As	Wengraf	mentioned,	
















As	mentioned	 in	 the	 last	 section,	 the	 research	 process	 concludes	 the	 stage	 of	
selecting	 participants,	 the	 stage	of	 designing	 interview	questions,	 the	 stage	of	
interacting	with	the	participants	and	the	stage	of	analysing	interview	data.	In	the	













some	 participants	 prepared	 documents	 for	 me	 as	 part	 of	 the	 interview.	 The	








(Bazeley,	 2007)	 to	 code	 (find,	 define,	 and	 mark)	 the	 text	 excerpts	 that	 had	
relevant	themes,	concepts,	ideas,	events,	examples,	names,	places	or	dates	and	




While	 coding	 the	 rest	 of	 the	 interview	 transcripts,	 I	 sorted	 and	 resorted	 the	
materials	within	each	node,	compared	the	excerpts	between	different	subthemes,	
and	then	summarised	the	results	of	each	sorting.	After	weighing	different	versions	
of	 ideas	 from	different	 interviewees,	an	 integrated	description	was	created	for	


























qualitative	 analysis	 procedures.	 It	 was	 first	 developed	 by	 Barney	 Glaser	 and	
Anselm	 Strauss	 and	 was	 designed	 as	 a	 “qualitative	 and	 inductive	 research	











them.	 Instead,	 theory	 emerged	 directly	 from	 the	 interviews	 and	 transcripts	
(“data”)	 through	 a	 series	 of	 steps	 named	 analytical	 induction	 (2012,	 p.	 208).	
Charmaz	concludes	that	it	is	an	inductive-abductive,	comparative,	emergent	and	
interactive	method.	The	method	itself	is	an	emergent	process	(2008,	p.	471).	In	
other	 words,	 to	 implement	 grounded	 theory	 in	 analysing	 interviewing	 data,	






themes,	 concepts,	 and	 ideas	 that	 have	 “emerged”	 only	 from	 the	 data	 itself.	
Emergent	process	means	the	theory	will	emerge	through	itself	in	the	process	of	
analysing.	 Strauss	 then	 indicated	 that	 “by	 ‘constant	 comparison’,	 data	 is	
extensively	collected	and	coded,	using	the	operations	touched	on	in	the	previous	
section,	 thus	producing	 a	well-constructed	 theory.	 The	 focus	of	 analysis	 is	 not	
merely	on	collecting	or	ordering	‘a	mass	of	data,	but	on	organising	many	ideas,	
which	have	emerged	from	analysis	of	the	data’”	(1987,	pp.	22-23).	That	means	
theory	 has	 been	 built	 through	 explaining	 the	 findings	 by	 coding	 and	 sorting	
multiple	times	to	refine	and	combine	the	themes,	concepts	and	ideas.	















I	 began	 with	 a	 list	 of	 over	 a	 hundred	 themes.	 A	 process	 of	 reviewing	 and	
reorganising	 to	 refine	 the	meanings	 of	 the	 concepts	 and	 themes	 reduced	 the	
number	of	the	key	themes	down	to	eight.	Under	these	eight	key	themes,	there	
were	 still	many	 subthemes,	which	could	 further	 subdivide	and	explain	 the	key	

















































































































According	 to	 table	 3,	 these	 themes	 and	 subthemes	 were	 related	 to	 different	
chapters	and	contents	in	the	thesis.	The	key	theme	“reaction	and	attitudes	to	the	
mergers”	provided	empirical	data	for	chapter	4	to	complement	the	merger	history.	
Key	 themes	 “advantages/disadvantages	 of	 the	 mergers”,	 “changes	 after	 the	
mergers”	 and	 “comparison	 between	 independent	 and	merged	 art	 and	 design	
institutions”,	and	subthemes	such	as	“tensions”,	and	“different	cultures	of	art	and	
design	 schools”	 refer	 to	 chapter	 5’s	 comparison	 between	 independent	 and	
merged	 art	 and	 design	 institutions.	 This	 was	 essential	 data	 to	 compare	






What	 I	 did	 was	 not	 simply	 analyse	 the	 themes.	 I	 reorganised	 the	 themes	
structuring	them	into	a	complete	thesis	with	inner	links.	Discussions	in	chapter	5	








provide	 legitimation	and	 theoretical	 framework	 to	 the	analysis.	 The	 themes	of	
“bohemian	spirit”	and	“real	art	 school”	were	coded	and	sorted	 from	the	data.	
What	I	did	was	draw	ideas	from	British	and	Chinese	romantic	ethic	and	brought	
these	 ideas	 from	 a	 conversational	 level	 up	 to	 an	 academic	 level.	 Thus,	 the	
discussions	of	the	themes	were	initially	based	on	just	these	themes	but	I	drilled	















In	 this	 chapter,	 I	 also	 demonstrated	 the	 comparability	 of	 this	 study	 from	 the	
aspects	 of	 nations,	 samples,	 institutional	 stages,	 concepts	 and	 interview	
questions.	I	used	a	societal	approach	which	is	“context	dependent”	to	compare	
the	 subsets	 of	 art	 and	 design	 higher	 education	 in	 the	UK	 and	 China.	 The	 two	














terms	 “art”,	 “craft”	 and	 “design”	 in	 the	UK	 and	 China.	 It	 also	 investigates	 the	
relationships	and	distinctions	between	craft,	(fine)	art,	and	design.	In	the	UK,	Fine	
Art	was	 separated	 from	 craft	 from	 the	 16th	 to	 the	 18th	 century,	 then	 design	
became	 divorced	 from	 craft	 in	 the	 early	 20th	 because	 of	 the	 cultural	





and	 the	West,	 craft	 and	 craftsmanship	 had	 previously	 been	 held	 in	 very	 high	
esteem,	but	the	modern	concept	of	“art”	then	replaced	the	high	status	of	craft	
and	they	became	two	very	separate	areas	of	concern	and	activity.	Later,	 there	
were	 debates	 about	 craft	 and	 design	 in	 the	 UK,	 because	 of	 the	 unclear	
understanding	about	their	contents	and	relationship.	There	was	also	confusion	
and	 debate	 about	 craft	 and	 design	 in	 China	 after	 these	 modern	 terms	 were	
introduced	 into	 the	 country	 because	 of	 a	 clash	 between	 the	 Eastern	 and	 the	
Western	cultures	and	consequent	modernisation.	This	resembled	the	situation	in	
the	 UK	 and	 can	 be	 seen	 as	 part	 of	 the	 process	 of	 modernisation	 worldwide,	























Scholars	 such	 as	 Leo	 Tolstoy	 (1904),	 Walter	 Crane	 (1905),	 Raymond	Williams	
(2011),	Tiziana	Andina	(2013),	Stephen	Davies	(1991)	and	Robert	Stecker	(2005;	
2010)	tried	to	define	“art”	using	perspectives	of	history,	aesthetics,	philosophy,	
religion,	 psychology	 and	 sociology.	However,	 giving	 a	 comprehensive,	 abstract	
definition	 of	 art	 is	 not	 the	 purpose	 of	 this	 section.	 My	 concern	 is	 how	 the	






sense	 of	 "skill	 in	 scholarship	 and	 learning,	 especially	 in	 the	 seven	 sciences,	 or	
liberal	arts”	(Online	Etymology	Dictionary,	2016).	In	addition,	the	Greek	term	for	
“art”:	 “techne”,	 means	 “skill,	 craft	 or	 cunning	 of	 hand”	 (Stansbury-O’Donnell,	
2015,	p.	394).	Then,	according	to	the	online	etymology	dictionary,	“art”	began	to	












and	 architecture”	 (Dictionary.com,	 2014).	 Although	 Fine	 art	 as	 an	 aesthetic	
perspective	of	art	eliminates	the	meaning	of	“craft”	to	some	extent,	it	still	has	a	






In	 this	 subsection,	 chronologically,	 I	 will	 first	 address	 the	 traditional	 form	 of	
Chinese	art:	“Yi”	and	“Shu”.	Secondly,	as	an	important	content	of	the	traditional	
concept	“Yi”,	the	“Six	Arts”	will	be	discussed.	Then,	I	will	show	the	combination	of	





The	term	for	Art	 in	Chinese	 is	 literally	“H.”	(Yi	Shu),	two	Chinese	characters,	
each	with	a	separate	and	complicated	historical	meanings.	Originally,	they	were	























Six	 Arts:	 rites,	music,	 archery,	 riding,	writing	 and	 arithmetic)	which	were	 used	





p.	 42).	 The	 Six	 Arts	 originated	 from	 the	 “Primitive	 Society”	 era	 and	 were	
developed	 and	 completed	 during	 the	 period	 of	 Slavery	 Society,	 especially	
flourishing	in	the	Western	Zhou	Dynasty	(1046	B.C.	-770	B.C.).	Xuxiao	Wang	and	
Junwei	 Zhou	 (2010,	 p.	 38)	 added	 that	 the	 Six	 Arts	 then	 became	 the	 classical	










well	 as	 Rites,	 had	 very	 close	 connections	with	 aesthetics	 and	 art.	 To	 be	more	














or	 the	 rites	of	 riding,	music	and	dancing	were	also	 required	as	 complimentary	
























(the	 “Six	 Arts”).	 The	 first	 character	 of	 “art”:	 “Yi”	 means	 the	 grasp	 of	 occult	









techniques	 while	 the	 second	 character	 of	 “art”:	 “Shu”	 means	 the	 concrete	
operational	approaches.	Then	the	combination	of	 the	two	characters	gradually	
changed	 the	 emphasis	 of	 the	meaning	 of	 “art”	 from	 the	 first	 character	 to	 the	
























The	 modern	 meaning	 of	 “art”	 in	 China	 was,	 to	 certain	 degree,	 influenced	 by	








War	 of	 1894,	 China’s	 gates	 were	 forced	 open	 and	 the	 new	 culture	 of	
modernisation	was	 introduced	to	the	country.	The	traditional	meaning	of	“art”	
started	to	change.	The	modern	concept	of	“art”	contained	arithmetic,	geometry,	
algebra,	 astronomy,	 geology	 and	 manufacturing	 (including	 automotive,	
steelmaking,	railway,	wireless	and	so	on).	“Art”	in	this	period	still	had	a	sense	of	
“skill”,	“craft”	and	“techniques”.	However,	such	skills	had	been	changed	from	the	
“Six	Arts”	 to	 cultivate	 people’s	 taste	 to	 advanced	 science	 and	 technology	 that	





















Thus,	 the	contemporary	Chinese	concept	of	 “art”	and	“fine	art”	 is	an	 result	of	
Chinese	and	Western	cultural	exchange.	“Yi	Shu”	(“art”)	in	Contemporary	China	






film.	 It	 is	 actually	more	 similar	 to	 the	 plural	 “arts”	 in	 an	 English	 context.	 The	
modern	meaning	of	“Mei	Shu”	(fine	art)	in	China	includes	formative	arts	such	as	
painting	 (Chinese	 traditional	 painting	 and	 Western	 oil	 painting),	 printing,	
sculpture	and	architecture.	Although	the	modern	terms	of	“art”	and	“fine	art”	and	









is	 consequently	 more	 complicated.	 However,	 the	 discussion	 showed	 that	
traditionally	art	 in	 the	West	European	world	and	China	had	a	similar	meaning,	
which	contained	connotations	of	skills	and	craft.		The	modern	meaning	of	art	then	
started	 to	 have	 a	 sense	 of	 aesthetics	 and	 because	 of	 the	 influences	 of	
globalisation	 and	 modernisation	 the	 meaning	 of	 art	 and	 fine	 art	 in	 the	 two	
countries	became	close	as	well.	Although	China	experienced	modernisation	in	a	
different	 time-scale	 and	 from	 different	 causes	 from	 the	 West,	 Western	








chapter	 because	 of	 its	 close	 connection	 with	 both	 “art”	 and	 “design”.	 It	 has	













This	 subsection	will	 give	 a	brief	 history	of	 the	 concept	of	 “craft”	 in	 a	Western	
European	context.	First,	I	will	focus	on	the	evolution	of	the	meanings	and	status	
of	craft	in	its	three	stages	in	the	West	European	history.	I	will	then	discuss	one	of	









“trade”	 or	 “occupation”.	 Traditional	 crafts	 contain:	 “pottery,	 furniture-making,	
leatherwork,	metalwork,	stone	masonry,	jewellery,	glass-blowing,	stained	glass,	








was	when	everything	was	 craft.	 Everything	made,	whether	utilitarian,	 ritual	or	



















back	 to	ancient	Egypt.	He	 indicated	 that	 “the	Egyptians	held	 craft	 in	very	high	
esteem”	 (ibid,	 p.	 17),	 and	 primarily,	 engineering,	 technology,	 all	 art	 and	
architecture	were	considered	as	craft.	Then	in	the	Classical	era	and	the	Middle	
Ages,	 craft	 was	 defined	 as	 “the	 skill	 of	 working”	 (ibid,	 p.	 17),	 which	 was	
synonymous	 with	 the	 term	 “art”	 in	 English,	 French,	 Italian	 and	 Spanish.	 Craft	









In	 the	 second	 stage,	 crafts	 and	 the	 guilds	 declined,	 and	 art	 (fine	 art)	 was	
considered	superior	to	craft.	This	was	to	some	extent	due	to	the	separation	of	
“fine	art”	from	“decorative	arts”.	This	separation	made	decorative	arts	become	












1997,	 p.	 49),	 all	 struggled	 to	 maintain	 their	 status	 within	 this	 hierarchical	
classification	 (ibid,	 p.	 30).	 Also,	 due	 to	 the	 close	 relation	 between	 craft	 and	




There	 were	 two	 different	 ideas	 in	 terms	 of	 the	 historical	 point	 of	 separation	
between	fine	art	and	craft	(Dormer,	1997,	p.	26-28).	One	is	represented	by	Erwin	
Panofsky	 who	 believed	 the	 formulation	 of	 fine	 art	 had	 emerged	 during	 the	
Renaissance	in	the	16th	century.	Vasari	was	the	first	to	define	painting,	sculpture	
and	architecture	as	 the	 “fine	arts”8.	 The	other	 idea	was	offered	by	Paul	Oscar	











arts	 and	decorative	 arts	was	not	 fully	understood	or	 adhered	 to	until	 the	18th	
century	or	even	the	beginning	of	the	19th	century	(1997,	p.	30)9.	So,	we	can	come	


































of	 the	Arts	 and	Crafts	Movement.	 Craft	 at	 this	 stage	 implied	 things	 that	were	
handmade	 by	 the	 weavers,	 metal-smiths,	 potters,	 furniture	 maker,	 basket-





























Due	 to	 the	 low	 status	 of	 decorative	 art,	 and	 hence,	 craft,	 Richard	 Redgrave,	
Christopher	Dresser,	John	Ruskin,	William	Morris	and	Walter	Crane	all	wrote	and	
spoke	in	the	defence	of	the	decorative	arts,	and	hence	the	crafts.	They	believed	







Its	 concept	 and	 philosophy	 also	 influenced	 Japan	 and	 China.	 The	 movement	
originated	in	the	middle	of	19th	century,	when	the	Industrial	Revolution	and	the	
                                                
12	As	the	modern	concept	of	craft	was	also	influenced	by	the	Arts	and	Crafts	Movement,	the	importance	of	
the	term	“arts	and	crafts”	which	appeared	after	the	movement	is	self-evident.	However,	“Arts	and	Crafts”	is	
probably	best	 regarded	with	 capital	 letters	 as	 a	distinct	movement	 in	 the	UK	and	 the	Western	European	
context,	as	it	only	refers	to	that	specific	Arts	and	Crafts	Movement.	According	to	the	Columbia	Encyclopedia	
(Encyclopedia.com,	 2014)	 and	 McDermott	 (1992,	 pp.	 49-52),	 arts	 and	 crafts	 have	 similar	 meanings	 to	








constraints	 of	 machinery	 had	 threatened	 to	 obliterate	 the	 techniques	 that	
artisans	and	craftsmen	used	to	produce	beautiful	handmade	objects	of	utility.	So,	
William	Morris,	 John	 Ruskin,	 Augustus	 Pugin,	 the	 Pre-Raphaelite	 painters	 and	




















specific	 historical	 moment.	 There	 were	 widespread	 debates	 on	 morality	 and	
culture	 during	 the	 19th	 century	 in	 the	 United	 Kingdom.	 The	 Arts	 and	 Crafts	





























L ”	 (Gong	 Yi).	 According	 to	 the	 first	 Chinese	
dictionary13,	“Gong”	means	‘Qiao	Shi’	in	Chinese	(to	
decorate	 skilfully,	 see	 figure	 2).	 The	 shape	 of	 this	
character	is	similar	to	a	man	who	is	holding	a	ruler.	
So,	the	original	meaning	of	“Gong”	is	the	carpenter’s	
ruler.	 The	 second	 character	 Yi	 as	 discussed	 earlier,	
mainly	 means	 art,	 craft,	 and	 skills.	 The	 whole	 word	
“Gong	 Yi”	 means	 craft,	 decorative	 art	 and	 handicraft;	 certain	 manufacturing	
professions,	 industry	 that	 requires	 manual	 skills;	 or,	 it	 can	 also	 mean	 certain	
technology	and	skills	to	process	materials	and	semi-manufactures	into	products.	
                                                
13	The	first	Chinese	dictionary	was	written	in	Han	Dynasty	(B.C.	121)	by	Shen	Xu	(1809,	p.	12),	the	Analytical	
Dictionary	of	Characters	Language	(Shuo	Wen	Jie	Zi).	
Figure 2. A page in the 







This	 is	 similar	 to	 the	meaning	 of	 craft	 in	 the	Western	 countries.	 As	 discussed	
earlier,	not	only	the	traditional	meaning	of	“Art”-	“Yi	Shu”	in	China	means	“craft,	
skill,	and	method”,	the	first	character	of	“Art”-	“Yi”	also	has	the	meaning	of	“craft,	
skill,	 and	 method”.	 “Yi”	 is	 also	 the	 second	 character	 of	 “Craft”-	 “Gong	 Yi”	 in	



















equal	 to	 the	 formative	 arts”	 (2007,	 p.	 1).	 The	history	of	Chinese	modern	 craft	
could	be	traced	back	to	the	Neolithic	Age	in	China,	8,000	years	ago	(ibid,	p.	1).	
Traditional	 Chinese	 craft	 could	 be	 divided	 into	 six	 categories	 based	 on	 their	

























2003,	 p.	 17).	 During	 these	 times,	 the	 society	 had	 been	 buffeted	 by	 social	 and	
political	upheavals	due	 to	 the	decay	of	 the	Zhou	 Imperial	Court,	 and	 the	wars	
between	different	feudal	kings.	As	a	symbol	of	advanced	productivity,	craftsmen	






                                                
17	This	classification	was	made	by	scholars	only	after	the	modern	concept	of	craft	was	introduced	to	China.	It	















In	 the	 Pre-Qin	 period,	 craft	 to	 some	 extent	 was	 a	 link	 to	 different	 sorts	 of	
philosophies	 and	 theories.	 The	Pre-Qin	 (before	B.C.	 221)	was	believed	 to	be	a	
period	corresponding	to	pinnacle	of	Chinese	philosophy.	Although	society	was	in	
chaos,	 the	 “Hundred	 Schools	 of	 Ideas"	 became	 important	 when	 philosophers	
developed	a	broad	range	of	ideas	and	thoughts	which	they	discussed	freely.	All	
schools	of	thought	contained	the	relationship	between	“man”	and	“man”,	“man”	


























































painting”.	 Under	 the	 Song	 Dynasty	 (960-1279),	 standing	 in	 opposition	 to	 the	











the	painter	 (high	officials	and	noble	 lords),	 cultural	 cultivation,	and	 the	artistic	
conception	of	painting.	 Soon,	 “literati	 painting”	became	a	new	 tradition	and	a	





This	 awkward	 situation	and	 status	of	 the	 traditional	 craft	 in	China	also	 can	be	
understood	by	the	Taoists’	thought	of	“Tao”	and	“Ware”.	Xiyang	Yuan	(2003,	p.	
63-64)	 referred	 to	a	well-known	saying	 in	 the	Classic	of	Changes	 (-B-Yi	 Jing)	
which	was:	“What	is	antecedent	to	entity	is	Tao.	What	is	subsequent	to	entity	is	
Ware.”	 Jian	 Hang	 (2007,	 p.	 39-42)	 gave	 an	 explanation	 that	 “Tao”	 in	 this	
circumstance	means	“immaterial”,	“abstracted”.	People	know	it	exists	but	cannot	
touch	it.	It	is	the	source	of	everything	and	it	is	the	force	behind	everything.	It	is	
the	 spirit	 of	 Taoism,	 which	 is	 a	 Chinese	 philosophical,	 religious	 and	 political	
tradition,	and	one	of	the	foundations	of	Chinese	culture.	Ware	means	“material”,	
and	in	the	theory	of	Taoism	mainly	means	household	utensils,	such	as	pottery.	It	




























































a	 model	 (the	 result	 of	 that	 process);	 or	 designed	 products	 (to	 the	 products	








Vasari	 referred	 to	 “the	 arts	 of	 design”	 which	 include	 painting,	 sculpture	 and	
architecture	(Macdonald,	2004,	p.	291).	Design	has	both	artistic	and	engineering	
aspects	 and	 design	 practice	 can	 fit	 into	 different	 educational	 categories.	
According	 to	 Mitcham	 (1994,	 p.	 229),	 the	 ideal	 of	 beauty	 and	 the	 ideal	 of	
efficiency	and	standards	can	distinguish	artistic	design	from	engineering	design.	




















the	 1920s	 and	 affected	 by	 the	 Western	 modernisation	 and	 its	 cultural	
consequences	(Hang,	2008,	p.	63).	The	corresponding	term	for	“Design”	in	China	

















                                                
24	There	was	a	misunderstanding	and	misreading	between	the	term	craft	and	design	in	China	at	this	time,	























(Macdonald,	2004,	p.	301).	 In	addition,	design	 in	 the	early	20th	 century	mainly	
consisted	 of	 drawing	 and	 painting	 designs	 on	 paper.	 The	 purpose	 of	 design	
courses	was	to	produce	a	“compleat	designer	on	paper”	(ibid,	p.	301),	which	is	





















an	 intermediary	 between	 design,	 and	 technology	 and	 the	 finished	 industrial	
product,	 which	 could	 be	 probably	 produced	 by	 machine	 in	 a	 kind	 of	 mass-
production.	 Although	Morris	 and	 Crane’s	 influence	 was	mainly	 in	 the	 area	 of	
applied	 ornament	 and	 decoration	 and	 they	 did	 not	 tackle	 the	 fundamental	







However,	 because	 of	 Morris	 and	 Crane’s	 specific	 preference	 for	 handcraft,	
handcrafts	were	considered	superior	to	machine	products	and	industrial	designs.	





the	 sphere	 of	 tradition-based	 handicrafts	 (ibid,	 p.	 314).	 Thus,	 the	 concept	 of	
modern	 design	 and	 the	 integration	 of	 art	 education	with	machine	 production	
began	 in	Germany	when	the	Bauhaus,	which	had	been	founded	on	the	English	

















cover	 the	 entire	 process	 of	 “design”,	 but	 only	meant	 the	 first	 half	 part	 of	 the	
whole	 designing	 process:	 designing	 or	 drawing	 on	 paper	 (Yuan,	 2003,	 p.	 15).	
Thirdly,	 although	 the	pioneer	of	Chinese	art	and	design	education	Guiyuan	Lei	
(Liao,	 2011,	 p.	 59)	 divided	 the	 notion	 “decorative	 pattern	 design”	 in	 Chinese	
condition	into	three	parts:	composition,	pattern	and	colour,	and	claimed	that	this	





































differences	between	Chinese	modern	 craft	 and	design,	 the	notion	of	 “Chinese	








is	 a	 new	 term	 introduced	 by	 the	 Western	 European	 countries,	 it	 still	 has	 its	



















art”	 from	 the	 term	“craft”	denoted	a	 shift	 in	 their	 relative	values.	 Then	 in	 the	







to	 the	 knowledge	 of	 how	 to	make	 things	 and	which	 could	 be	 separated	 from	
making	things.	So,	the	direct	consequence	was	that	art	could	exist	without	craft,	
and	that	“creativity”	and	“having	ideas”	preceded	“making	things”.	Designers	only	
had	 to	 have	 conceptual	 ideas	 of	 the	 objects	 or	 products	 within	 their	 minds	
without	using	their	hands	to	make	them	into	physical	objects.	Examples	could	be	




















was	 not	 a	 conscious	 action.	 China	 was	 not	 substantially	 industrialised	 and	
modernisation	and	the	cultural	consequences	when	they	initially	happened	in	the	
Western	world	were	different	 in	China.	What	the	country	desired	was	to	use	a	
new	 Western	 term	 to	 replace	 the	 “outdated”	 term	 including	 its	 long	 history	
without	really	thinking	it	through	carefully.	
	
When	 design	 seemed	 to	 be	 everything,	 there	 were	 also	 enough	 people	 who	
admired	crafts	in	the	UK	and	the	Western	European	countries.	There	is	a	belief	






























histories,	while	 the	 history	 of	 craft	 also	 required	 decorative	 arts	 as	 part	 of	 its	
constituency.	 Helmut	 Lueckenhausen	 (1997,	 p.	 29)	 believed	 designers	 had	
problems	recognising	craft	as	belonging	within	their	domain.	This	is	because	as	a	
modern	concept,	design	needs	 some	 legitimation	of	 its	historical	 context	 from	
decorative	arts	and	craft.	On	the	other	hand,	one	of	design’s	distinct	definitions	
is	 an	 “object”.	 In	 this	 respect,	 design	 had	 a	 strong	 resemblance	 to	 craft.	 As	
Lueckenhausen	 indicated,	 both	 the	 fields	 of	 design	 and	 craft	 “are	 given	 to	
presenting	 themselves	 through	 an	 aesthetic”,	 and	 both	 the	 fields	 of	 craft	 and	
design	“develop	cultures	unsympathetic	to	alternative	‘looks’”	(ibid,	p.	29).		
	
Design	 also	 overlaps	 with	 art	 or	 even	 science.	 Lueckenhausen	 cited	 Richard	
Buchanan	and	Victor	Margolin	to	explain	the	domain	of	design	as	consisting	of:	
“material	 objects,	 visual	 and	 verbal	 communications,	 organised	 activities	 and	
services,	and	complex	systems	and	environments	for	living,	working,	playing	and	


























examined	 art	 and	 its	 corresponding	 Chinese	 term	 “Yi	 Shu”	 and	 found	 that	
traditionally	 they	had	a	similar	meaning	which	was	closely	related	to	skills	and	
crafts.	Second,	I	paid	attention	to	“craft”	and	the	equivalent	Chinese	term	Gong	
Yi,	 noting	 their	 status	 in	 Western	 and	 Eastern	 cultural	 history.	 Although	 the	
changes	in	the	status	of	Gong	Yi	occurred	earlier	(Han	Dynasty	202	B.C.	-220)			than	
its	equivalent	in	the	Western	European	countries	(16th	century	or	18th	century),	
craft’s	status	declined	 in	both	nations.	Then,	 I	 focused	on	design	and	 its	mixed	
relationship	with	craft	in	the	UK	and	China.	Similarly,	there	was	confusion	in	both	
nations	between	design,	craft	and	their	related	terms.	The	modern	meanings	of	
art,	 craft	 and	design	 in	China	were	 to	 some	extent	 influenced	by	 the	Western	









painting,	 sculpture	 and	 drawing	 up	 to	 the	 17th	 century,	 then	 in	 the	 late	 19th	
century	craft	started	to	be	linked	to	aesthetics,	and	the	concept	of	design	in	the	

















































art	 schools.	 The	 time	period	 I	 focus	on	 starts	 from	 the	1840s	 to	 the	early	21st	
century	 in	 both	 countries,	 excluding	 history	 of	 the	 guild,	 artisan	 training,	 the	
original	 academies	 of	 art	 in	 the	 Europe27 ,	 and	 traditional	 painting	 and	 craft	
training	 in	 China.	 As	 from	 the	 1840s	 to	 the	 early	 21st	 century,	 the	 Western	
countries	 experienced	 modern	 arts	 and	 design	 higher	 education	 that	 was	
influenced	by	 industrialisation,	modernisation	and	its	cultural	consequences.	 In	
China,	it	was	through	national	crisis,	social	transformation	and	the	collision	and	
blend	 of	 the	 Western	 modern	 culture	 and	 Chinese	 traditional	 cultures.	 The	
Chinese	society	was	experiencing	a	transformational	period	from	the	traditional	





in	 the	UK	due	 to	political,	economic,	and	socio-cultural	 reasons.	These	 include	
economic	drivers,	different	attitudes	of	influential	specialists	in	arts,	decisions	of	
the	government,	certain	social	movements	such	as	the	Arts	and	Crafts	Movement,	
and	 the	 development	 of	 the	 socio-cultural	 environment,	mass	 production	 and	
new	technology.	 	Art,	 craft	and	design	were	also	changing	 in	China	along	with	
different	 new	 terms	 were	 introduced	 into	 the	 country.	 As	 China	 has	 a	 long	







tradition	of	Chinese	painting	history,	 it	was	 relatively	easier	 for	 the	country	 to	
conduct	art	and	fine	art	education.	Then	as	different	forms	of	the	modern	concept	






well	 as	 some	 primary	 resources	 including	 my	 interview	 data	 and	 some	
unpublished	and	 first-hand	minutes,	 proposals	 and	 governmental	 responses	 to	
complement	the	unrecorded	history.		
	























century.	 Fristly,	 I	 will	 examine	 the	 history	 of	 schools	 of	 design	 which	 were	






education	 that	 was	 based	 on	 the	 impacts	 of	 the	 Coldstream	 Report	 and	
Summerson	 Report.	 Lastly,	 I	 will	 focus	 on	 the	 mergers	 of	 art	 schools	 and	
polytechnics/universities	that	can	be	seen	as	either	depriving	freedom	or	giving	










the	 18th	 and	 19th	 centuries.	 In	 addition,	 before	 these	 Schools	 of	 Design	 were	






















intervened	 in	 its	 art,	 craft	 and	 design	 education	 and	 prepared	 to	 establish	 a	










design	education	 in	 the	early	 19th	 century	 (Bell,	 1963,	p.	 47-48).	 France	was	 a	

















the	 UK.	 Besides	 French	 design,	 although	 some	 committee	 members	 doubted	
German	design	during	the	first	series	of	hearings	in	1835,	Bavaria,	Belgium,	and	





Then	 in	 the	 second	 session	 of	 the	 Committee	 in	 1836,	 one	 of	 the	 final	
recommendations	was	to	establish	a	Normal	School	of	Design.	In	1837,	the	new	
Government	 School	 of	 Design	 (later	 Royal	 College	 of	 Art)	 was	 established	
(Macdonald,	2004,	p.	73)	with	an	economic	purpose	of	enhancing	the	quality	of	




































to	 become	 artists	 (ibid,	 pp.	 70-71).	 These	 rules	 also	 applied	 to	 the	 21	 branch	
schools.		
	
There	 were	 contradictions	 and	 disputes	 for	 years	 about	 Dyce’s	 report	 and	
whether	to	emphasise	science	and	design	or	drawing	and	art.	Due	to	the	natural	
needs	 of	 drawing	 and	 painting	 in	 the	 schools	 of	 design	 and	 the	 low	 quality	





(Frayling,	1987,	pp.	26-28).	This	 sit-in	brought	about	 the	 introduction	of	 figure	
drawing	and	even	 the	 live	models.	Although	 the	original	purpose	of	 the	 (new)	
schools	of	design	was	only	to	focus	on	ornament	and	design	rather	than	painting	
and	 art,	 art	 and	 painting	 started	 to	 become	 important	 and	 there	 was	 a	 bias	












As	 a	 result	 of	 the	 elevated	 status	 of	 art,	 these	 22	 design	 schools,	which	were	






actually	 meant	 the	 Drawing	 School.	 As	 Cole	 declared,	 the	 “improvement	 of	
manufacture”	became	the	secondary	consideration	of	the	schools,	but	“general	
elementary	instruction	in	art”	would	be	the	main	priority	(Frayling,	1999,	p.	12).	










group	 run	 by	George	Grote	 and	 the	 London	Debating	 Society.	 Cole	 personally	
thought	 his	 utilitarianism	 was	 more	 practical	 and	 modern	 than	 Dyce’s,	 and	
established	 geometry	 as	 the	 foundation	 of	 art	 and	 design.	 Cole’s	 utilitarian	




Art	 in	1853	was	 introduced	by	Cole	and	 the	Department	of	Science	and	Art	 in	











School	 of	 Art	 were	 based	 on	 the	 performance	 of	 its	 students	 in	 the	 regular	
examinations	 and	 competitions	 organised	 by	 the	 central	 authorities	 at	 South	
Kensington”	 (Davis,	2007,	p.	6).	What	 the	 system	 favoured	was	a	punctiliously	
shaded	style	and	highly	finished	drawings.	The	students	might	take	weeks	or	even	
months	 to	 finish	 a	 single	 drawing	 and	 to	 submit	 for	 the	 examination	 and	





Drawing	 and	 painting	 was	 considered	 everything	 whereas	 decorative	 art	 and	
design	was	seen	as	nothing	(ibid,	p.	14).	“Art”	was	officially	considered	superior	
to	 “design”	 and	 “craft”	 at	 this	 time.	 Frayling	 addressed	 this:	 “it	 is	 one	 of	 the	










themselves	 into	 schools	 of	 arts	 and	 crafts.	 Macdonald	 indicated	 that	 the	 Art	










Instruction	 in	 1884	 which	 commenced	 the	 beginning	 of	 the	 Arts	 and	 Crafts	
Movement	in	public	art	institutions.	The	report	stated:	“Industrial	design	has	not	
received	sufficient	attention	in	our	schools	and	classes.	In	fact,	there	has	been	a	






century	 later.	 Walter	 Crane 28 	was	 invited	 to	 give	 lectures	 about	 design	 and	






































education	 was	 influenced	 by	 the	 modern	 design	 concept	 introduced	 by	 the	
German	Bauhaus	school	and	Johannes	 Itten’s	Preliminary	or	Basic	Course.	This	
basic	 course	was	planned	 to	 guide	 students	 to	 learn	basic	principles	of	design	
from	direct	analyses	and	from	their	own	experiences	with	materials.	There	were	







After	 the	 Second	World	War	 in	 1946,	 the	Ministry	 of	 Education	 replaced	 the	
Drawing,	 Painting,	Modeling,	 Pictorial	Design	 and	 Industrial	Design	Certificates	
which	were	first	introduced	by	the	Ministry	of	Education	in	1913,	and	divided	art	
and	 design	 education	 into	 two	 parts:	 a	 two	 year	 Ministry’s	 Intermediate	










Crafts	 Movement.	 Later	 in	 the	 same	 year,	 the	 Board’s	 final	 examinations	 in	
Painting,	or	Modelling,	or	Industrial	Design,	or	Pictorial	Design	were	replaced	by	
the	Ministry	of	Education’s	National	Diploma	in	Design	(NDD)	which	integrated	






the	 students	 to	 have	 “proper”	 drawing	 training.	 The	 students	 that	 passed	 the	
examinations	of	the	intermediate	course	proved	that	they	could	draw	in	a	way	
that	represented	an	actual	and	accurate	appearance	of	things.	The	intermediate	
course	 and	 the	 NDD	 both	 required	 the	 submission	 of	 students’	 “genuine”	
sketchbooks	 without	 removing	 leaves	 from	 them	 and	 sticking	 items	 onto	 the	
pages,	their	current	sheets	of	work,	roughs,	final	pieces	of	work	and	examinations.	




As	 time	went	on,	 the	drawbacks	of	 the	 “2+2	Certificate	and	diploma”	became	
obvious	and	staff,	students	and	even	the	Ministry’s	examiners	were	discontented	
with	 it.	 Tickner	 quoted	Robert	Medley	 that	 “by	 1960,	 the	NDD	had	 long	been	
regarded	 with	 something	 approaching	 contempt”	 (2008,	 p.	 15).	 There	 were	

















students	 to	 imitate	 nature	 accurately	 rather	 than	 changing	 or	 distorting	 the	
nature	with	creative	ideas.		
Thirdly,	 as	 Tickner	 described:	 “this	 system	 produced	 neither	 good	 industrial	
designers	 nor	 satisfactory	 art	 teachers”	 (2008,	 p.15).	 This	 is	 because	 although	





this	 time.	 The	 lack	of	 industrial	 designers	 impeded	 the	development	of	 “trade	






















This	 four-year	 scheme	 included	 a	 one-year	 Pre-Diploma	 course	 (foundation	





one	of	 them	 should	be	 in	 a	 subject	 considered	 to	provide	 evidence	of	 English	
language	 ability”	 (2009,	 p.	 291).	 Four	 subject	 areas	 had	 been	 set	 up	 as	 chief	
studies.	 They	 were	 fine	 art,	 graphic	 design,	 three-dimensional	 design	 and	






294),	 the	 Coldstream	 Report	 suggested	 that	 the	 diploma	 courses	 should	 be	
accepted	“as	a	liberal	education	in	art”.	Also,	the	Coldstream	Report	ushered	in	
the	 emphasis	 of	 teaching	 and	 examination	 in	 art	 and	 design	 history	 and	






















governing	body	 to	mainly	administer	 the	awarding	of	DipAD	 to	art	 and	design	
schools	and	students	(Lyon	and	Woodham,	2009,	p.	294).	Also,	it	was	created	as	









at	29	colleges.	 Some	art	 colleges	or	 schools	 received	none	or	only	one	or	 two	
approvals	and	the	consequences	were	uncomforting	for	many	of	the	colleges.		
Thus,	 because	 of	 the	 Coldstream	 and	 Summerson	 reports	 in	 the	 1960s,	 the	
integrated	“art	and	design”	replaced	the	high	status	of	“craft”	in	British	art,	craft	






























pp.	 20-23),	 the	 Robbins	 Report	 recommended	 “the	 College	 of	 Advanced	
Technology	 become	 self-governing	 universities	 awarding	 their	 own	 degrees	
(rather	 than	 the	 Dip.	 Tech);	 and	 it	 envisioned	 an	 expanded	 unitary	 system	 of	
higher	education	to	accommodate	the	demand	for	degree-level	work”	(Tickner,	
2008,	 p.	 20).	However,	 the	 then-Secretary	 of	 State	 for	 Education	 and	 Science,	








Anthony	 Crosland	 announced	 in	 1965	 that	 the	 government	 favoured	 a	 binary	
system.	The	“binary	policy”	had	been	issued	to	further	explain	this	binary	system.		
This	 “binary	 policy”	 in	 higher	 education	 in	 England	 and	 Wales	 proposed	 two	
separate	sectors.		One	was	the	“autonomous	sector”	which	contained	universities,	
and	 the	 other	 was	 the	 “public	 sector”,	 which	 included	 the	 leading	 technical	
colleges,	 colleges	 of	 education	 and	 other	 polytechnics	 (Pratt,	 1997,	 p.	 8).	 The	
then-merged	art	schools	were	included	in	the	public	sector.	To	develop	the	binary	
policy,	the	Prentice	group	was	then	set	up	and	the	Prentice	Report	was	circulated	
in	 the	 late	 1965	 (Pratt,	 1997,	 pp.	 15-16).	 This	 report	 was	 a	 confidential	
memorandum	 to	 local	 authorities	 and	 some	 of	 the	 sections	 of	 this	 report	 are	
almost	forgotten	now.		According	to	Pratt,	“the	report	anticipated	a	dual	system	
within	 the	public	 sector”	 (1997,	 p.	 16).	 This	means	 some	 leading	 specialist	 art	
colleges,	 (and	 agriculture,	 management	 and	 some	 other	 subjects-about	 50	 of	
them)	were	expected	to	remain	independent	as	“separate	specialized	centres”,	






the	 “polytechnic	policy”.	 The	 function	of	 the	White	Paper	and	 its	 “polytechnic	





and	 design	 colleges	 in	 the	 UK.	 Art	 colleges,	 technical	 colleges	 and	 colleges	 of	















Awards	 (CNAA),	which	 had	 awarded	degrees	 and	other	 qualifications	 to	 these	
polytechnics	 and	 created	 separate	 funding	 councils	 for	 higher	 education	
institutions	 in	England	and	Wales.	Most	 importantly,	 the	Act	enabled	 these	34	
polytechnics	in	England	and	Wales	to	acquire	university	status.	(Scotland	had	a	
similar	Act	and	provision	for	their	colleges	and	a	funding	council).		
These	 mergers	 of	 art	 schools	 with	 other	 non-art	 and	 design	 disciplines	 into	
polytechnics	could	have	two	potential	impacts	on	art	and	design	higher	education.	
One	is	that	art	and	design	schools	could	work	alongside	other	non-art	and	design	





Eric	 Robinson 34 	was	 “strongly	 in	 favour	 of”	 the	 mergers	 of	 art	 schools	 with	
                                                
32In	terms	of	the	status	quo	of	current	art	and	design	schools	in	the	UK,	roughly,	there	are	6	independent	art	
and	 design	 schools	 in	 higher	 education	 sector;	 3	 independent	 schools	 in	 further	 education	 sector;	 2	
amalgamated	big	 art	organisations;	 and	 the	 rest	of	 them	are	all	 in	multidisciplinary	universities	 (Andrew	
Brewerton;	 Terence	 Kavanagh;	 Terry	 Shave;	 Simon	 Lewis;	 John	 Last).	 The	 6	 independent	 art	 and	 design	
institutions	in	higher	education	sector	are:	Norwich	University	of	the	Arts,	Bournemouth	University	of	the	
Arts,	 Falmouth	University	 of	 the	Arts,	 Leeds	 College	 of	 art,	 Ravensbourne,	Glasgow	 School	 of	 Art.	 The	 3	
institutions	 in	 further	 education	 sector	 are:	 Hereford	 College	 of	 Arts,	 Cleveland	 School	 of	 the	 Arts	 and	














Education	 in	 1968	 which	 forcefully	 advanced	 the	 experiment	 of	 polytechnics	
(Tichner,	 2008,	 pp.	 22-23).	 In	Robinson’s	opinion,	 art	 schools	 and	art	 students	
would	benefit	from	being	part	of	the	polytechnics	(later	universities)	and	working	












because	the	staff	 in	 the	art	school	were	concerned	about	“loss	of	 identity	and	
independence”	 and	 “the	 loss	 of	 art	 school’s	 characteristic	 ambience	 and	








student	 numbers	 were	 falling	 quite	 dramatically	 (Dunthorne,	 2003,	 p.	 80).”		
Raymond	 Cowern	 as	 the	 Principal	 of	 Brighton	 College	 of	 Art,	 was	 “strongly	














of	 the	most	 striking	 response:	 the	 Hornsey	 art	 school	 protest	 in	 1968,	 which	













and	 governors	 were	 concerned	 about	 losing	 their	 “autonomy,	 name	 and	
reputation”	(ibid,	p.	21).	They	also	believed	that	the	college	of	technology,	which	
ignored	 art	 schools,	 artists	 and	designers	 and	had	more	 students	 than	 the	 art	




Although	the	voice	of	opposition	was	 loud,	 these	series	of	protest	ended	 in	“a	
number	of	compromises	and	acts	of	repression”	(ibid,	p.	100).	The	book	Hornsey	
Affair	 (1969)	 which	 was	 written	 by	 staff	 and	 students	 at	 Hornsey	made	 their	





























higher	 educational	 plans	 and	 policies	 of	 the	 Labour	 government	 of	 the	 time”	
(2008,	 p.	 33).	 On	 the	 other	 hand,	 the	 introduction	 of	 modular	 schemes	 in	
polytechnics	 was	 indebted	 to	 the	 students’	 proposal	 for	 a	 flexible	 “network	
structure”	which	suggested	that	students	had	more	opportunities	and	freedom	in	
designing	their	own	courses	(ibid,	p.	34).		













away,	 many	 years	 after	 the	 amalgamation,	 some	 art	 schools	 developed	
prosperously	as	part	of	large	organisations	and	have	either	flourished	or	rebuilt	









difficult	 to	 evaluate	 whether	 the	 multidisciplinary	 potential	 of	 being	 part	 of	
polytechnics/universities	could	be	achieved	or	not.	Amalgamation	itself	is	not	as	
simple	 as	 a	 right	 or	 wrong	 governmental	 decision.	 Despite	 the	 government	
policies,	 it	 depends	 on	 the	 local	 authority,	 senior	 management	 team	 in	 the	
polytechnic/university	and	the	rest	of	the	polytechnic/university’s	understanding	



















Thus,	 this	 section	mainly	 discussed	 the	 history	 of	 British	 art,	 craft	 and	 design	
higher	 education.	 The	 emphasis	 changed	 from	 design	 higher	 education,	 art	
training,	 craft	 higher	 education,	 modern	 design	 higher	 education,	 and	 to	 an	
integrated	art	and	design	higher	education	 in	 independent	art	 institutions	and	
merged	 art	 schools	 in	 universities	 due	 to	 different	 socio-cultural	 changes	 and	






Following	 the	 same	 pattern	 as	 the	 last	 section	 about	 the	UK,	 this	 section	will	
discuss	 the	 history	 of	 art,	 craft	 and	 design	 higher	 education	 in	 China	 in	 a	
chronological	 sequence.	 First,	 it	 describes	 the	 master	 and	 apprentice	 arts	
educational	system	that	prevailed	 in	China	before	 it	developed	its	modern	arts	
education	 system.	 It	 will	 then	 address	 China’s	 modern	 art	 education,	 which	
contained	Chinese	 traditional	art	education	and	science	and	 technology	dating	
from	after	the	Opium	War.	At	this	time,	art	was	still	valued	equally	alongside	craft.	
Third,	 a	 fine	 art	 education	 in	 a	 real	modern	 sense	will	 be	 discussed.	 The	 next	
section	briefly	introduces	decorative	pattern	design	education	which	I	discussed	
in	detail	in	the	previous	chapter.	The	fifth	subsection	will	present	Chinese	modern	



















society	 followed	 its	 traditional	 rules	 of	 pre-modern	 economy	 system.	 As	 a	









from	 the	 Pre-Qin	 periods:	 the	 Spring	 and	 Autumn	 (770-476	 BC)	 and	Warring	




bourgeois	 factors	 within	 its	 semi-feudal	 economy.	 The	 one-fold	 master-




aspects.	 Resembling	 the	 guild	 framework	 in	 the	 Western	 European	 countries	
(Pevsner,	1940,	p.	114;	p.	245),	the	development	of	master-apprentice	system	in	
China	was	first	restrained	by	the	handicraft	guild	system	which	allowed	a	limited	








families,	 districts	 and	 industries,	 which	 impeded	 the	 development	 and	
interchange	of	handicraft	 experiences	among	different	 industries,	 districts	 and	
families.	 Secondly,	 Yuan	 concluded	 that	 the	 traditional	 handicraft	 master-
apprentice	 system	 placed	 undue	 emphasis	 on	 oral	 transmission,	 masters’	
demonstration	and	apprentices’	imitation	(2003,	p.	4-6).	It	lacked	the	theoretical	
knowledge	and	recorded	experiences,	which	could	be	passed	on	from	generation	
to	 generation.	 Thirdly,	 because	 of	 the	 emphasis	 of	 inheritance	 and	 imitation,	
apprentices	were	basically	short	of	creativity	and	theoretical	thinking	which	are	
the	important	aspects	of	modern	art	and	design	school	education.	That	was	why	

























Thus,	 the	 relationship	 between	 art,	 craft	 and	 others	 science	 and	 technology	




included	 art	 and	 craft	 subjects	 such	 as	 metalwork,	 ceramics,	 pattern	 design,	
sketch	 drawing,	 lacquer	 ware,	 casting,	 carpentry,	 glassware,	 architecture	 and	
textile,	 but	 also	 comprised	 science	 and	 technology	 subjects	 such	 as	 electric	
engineering,	chemistry,	railway,	shipbuilding,	mining	and	machine	manufacturing.		
	
Up	 to	 1903,	 these	 subjects’	 divisions	 were	 confirmed	 by	 the	 first	 modern	





schools,	 vocational	 schools,	 industrial	 schools	 and	 other	 higher	 education	
institutions.	Most	importantly,	a	specific	subject	sketch	drawing	was	coined	in	the	
Guimao	Education	System	as	an	independent	art/craft	subject.	This	meant	that	
art	 and	 craft	 was	 considered	 not	 only	 as	 part	 of	 other	 technology	 and	
manufacturing	industries	but	also	as	an	independent	subject	discipline.		
	 	
Before	 long,	 from	 the	 1920s,	 the	 terms	 “art”,	 “fine	 art”	 and	 “craft”	 were	
distinguished	 from	 each	 other,	 and	 art	 people	 realised	 the	 relationship	 and	
division	 between	 art/craft	 and	 modern	 industry	 and	 manufacture.	 Chinese	
















education.	 Xiyang	 Yuan	 (2003,	 p.	 86-87)	 stated	 that	 the	 Schools	 included	 the	
predecessors	of	the	Nanjing	University	of	the	Arts;		Private	Shanghai	Vocational	
College	of	Art	(1912)	and	the	predecessor	of	the	Central	Academy	of	Fine	Arts;	
National	 Beijing	Art	 College	 (1918)41.	 The	 classes	 of	 fine	 art	 not	 only	 included	
Chinese	painting	and	some	of	the	traditional	crafts	subjects,	but	also	contained	
the	 Western	 oil	 painting	 and	 drawing.	 As	 the	 earlier	 art/craft	 education	 I	
discussed	 in	the	 last	subsection	was	not	entirely	a	modern	meaning	since	they	
included	 science	 and	 technology,	 this	modern	 fine	 art	 education	was	 the	 true	
modern	sense	of	education	among	modern	art,	craft	and	design	in	China.	
	
There	 were	 historical	 reasons	 that	 modern	 fine	 art/art	 education	 happened	
earlier	than	modern	craft	and	design	education	in	China.	Firstly,	the	modern	sense	
of	craft	and	design	was	relatively	new	to	China,	so	the	country	needed	time	to	
accept	 and	 process	 these	 new	 concepts.	 Secondly,	 China	 had	 a	 long	 and	
uninterrupted	 history	 of	 drawing	 and	 calligraphy,	 and	 drawing	 and	 calligraphy	
was	considered	to	be	higher	than	the	traditional	craft	activities	from	the	earlier	




taste	 among	 literati	 and	 scholar-bureaucrats.	Moreover,	 as	 Ruilin	 Chen	 (2006,	
p.22)	 stated,	 China	 started	 to	 be	 aware	 of	 the	 Western	 oil	 painting	 and	 the	
Western	art	from	the	16th	century	when	the	Europeans	first	came	to	the	East.	That	
















studied	 abroad	 in	 Europe	 and	 was	 influenced	 largely	 by	Western	 philosophy,	
aesthetics	 and	 pedagogy.	 He	 brought	 out	 the	 ideas	 of	 “aesthetic	 appreciation	
education”	 and	 “replacing	 religion	 by	 art	 education”	 to	 adopt	 the	 Western	
theories	 of	 aesthetics	 and	 art	 pedagogies	 in	 Chinese	 modern	 art	 and	 design	












of	 art	mentioned	 earlier,	 all	 contained	 the	 department	 of	 “decorative	 pattern	
design”	when	they	were	initially	developed	for	art	education.	The	national	Beijing	
Art	College	established	its	decorative	pattern	design	department	in	1918.	It	was	
the	 first	 time	 that	 decorative	 pattern	 design	 was	 taught	 in	 China.	 As	 already	





















British	 and	 the	 Western	 European	 Countries’	 Arts	 and	 Crafts	 Movement	 and	
spread	it	to	China	(Yuan,	2003,	pp.	16-19).	The	term	“Chinese	Modern	Craft”	was	
first	translated	into	Chinese	in	Yuanpei	Cai’s	book	the	Origin	of	Fine	Art,	when	Cai	








China	 (1840-1949),	 the	 country	was	 not	 the	 kind	 of	 fertile	 soil	 for	 the	 tree	 of	
modern	art,	craft	or	design	education.	
	
                                                
43	See	previous	chapter	to	read	more	about	the	confusion	of	decorative	pattern	design.	
44 	This	 understanding	 and	 classification	 of	 the	 terms	 fine	 art	 and	 “Chinese	 modern	 craft”	 was	 due	 to	











crafts	 industries.	 First,	 the	 natural	 economy	 was	 struggling	 because	 of	 the	
economic	 aggression	 and	 the	 Second	World	War	while	 the	 emerging	 national	
capitalism	was	developing	hesitantly	 in	 the	crossfire	of	 imperialism,	 feudalism,	
bureaucracy	capitalism	and	comprador46	capitalism.	Due	to	this	sluggish	economy	
and	 negative	 demand	 for	 arts	 and	 crafts	 specialists,	 traditional	 handicraft	 and	
modern	craft	was	endangered.	Second,	the	outside	perception	of	Chinese	modern	
craft	was	 imperfect,	 it	was	not	only	 the	public	 that	 failed	 to	believe	 the	 close	
connection	between	craft,	manufacture	and	people’s	life,	but	also	the	industrial	
and	commercial	circles	lacked	reasonable	recognition	towards	modern	craft	and	
its	 education.	 Without	 their	 demands	 and	 support,	 Chinese	 modern	 craft	
education	 and	 the	professionals	 it	 trained	would	be	divorced	 from	 reality	 and	
social	needs.	Thirdly,	bias	and	 ignorance	of	art	and	crafts	were	a	 long-standing	
problem	in	Chinese	society.	It	was	not	only	the	public	but	also	Chinese	modern	
craft	 educators	 and	 their	 students	 had	 contempt	 for	 Chinese	 modern	 craft	
subjects	and	industries.	 In	these	circumstances	of	 internal	trouble	and	external	





















As	 Yuan	 (2003,	 pp.	 144-146)	 concluded,	 the	 first	 level	 of	 the	 system	was	 the	




the	 department	 of	 Chinese	 modern	 craft	 was	 proposed	 to	 “educate	 Chinese	





proposed	 to	establish	or	 reorganise	vocational	craft	 schools	and	vocational	art	
schools	 in	each	province	based	on	 their	 local	 industries,	 following	 the	German	
mode	of	local	vocational	schools.	The	purpose	was	to	train	vocational	craft,	and	
art	 and	 design	 professionals.	 The	 system’s	 third	 level	 was	 the	 secondary	 and	
primary	modern	craft	education,	which	had	the	purpose	of	inspiring	the	students’	




This	 educational	 reform	 had	 another	 outcome	 for	 art	 schools	 in	 China.	 In	 the	
memoir	Education	 for	1.3	Billion	 (Li,	2005),	 the	 former	Vice	Premier	Lanqing	Li	
mentioned	that	this	reform	in	1952	combined	similar	departments	and	subjects	
from	different	universities	or	institutions.	This	also	happened	to	art	schools	with	
some	 art	 schools	 being	 merged	 to	 centralise	 the	 influence	 of	 modern	 craft	
specialists	and	facilities.		Before	the	reform,	12	higher	educational	art	schools	and	






















Arts	 and	 Design	 in	 Tsinghua	 University),	 its	 English	 name	 was	 translated	 into	
Central	Academy	of	Arts	&	Design	in	1986	in	order	to	be	compatible	with	the	later	
new	 idea	 and	 philosophy	 of	 modern	 design	 and	 to	 propagandise	 its	 brand	
properly	 (Hang	 et	 al.,	 p.	 103).	 The	 school	 is	 seen	 as	 the	 first	 and	 the	 most	
important	modern	higher	educational	design	institution	in	China.		
	
The	 1952	 reform	 gathered	 a	 group	 of	modern	 craft	 specialists	 and	 educators	
together,	who	were	the	founders	of	this	first	modern	craft/design	school	in	the	
capital	city	Beijing,	(Hang	et	al.,	2011,	p.	3;	Yuan,	2003,	pp.	148-149).	They	not	




folk	 art	 and	 decorative	 art.	 It	was	 significant	 for	 the	 first	modern	 craft/design	
























































&	Design)	was	officially	 set	up	and	began	 to	 recruit	 students.	 It	 contained	 the	
Department	of	Modern	Craft	in	the	Central	Academy	of	Fine	Arts,	the	Department	
of	Modern	Craft	in	the	East	China	Branch	School	of	Central	Academy	of	Fine	Arts	





and	 painting,	 and	 general	 courses	 (Hang	 et	 al.,	 2011,	 pp.	 24-25).	 It	 had	 both	






printing,	 carpet,	 carpentry,	 silk	 screen	 printing	 and	 movable-type	 printing	









1965.	 It	 was	 supervised	 by	 two	 governmental	 organisations,	 the	 Ministry	 of	
Culture	and	the	State	Administration	for	Craft	Industries	(Hang	et	al.,	2011,	p.	22;	
Yuan,	2003,	pp.	150-151;	191-202).	The	Ministry	of	Culture	was	indifferent	and	
the	 State	 Administration	 for	 Craft	 Industries	 previously	 had	 no	 experience	 in	
supervising	modern	craft	education.	The	latter	restricted	and	narrowed	art,	craft	
and	design	in	the	area	of	Chinese	traditional	craft	and	handicraft	industries.	From	










school	 was	 misdirected	 by	 political	 activities	 and	 misleading	 governmental	
decisions	in	this	period	(Hang	et	al.,	2011,	p.	63;	Yuan,	2003,	pp.	163-164;	p.	199).		
Nevertheless,	as	a	 forerunner	and	 representative	of	Chinese	modern	craft	and	
design	higher	 educational	 institutions,	 the	Central	 Academy	of	Arts	 and	Crafts	
(Central	Academy	of	Arts	and	design)	had	implemented	many	projects	to	prove	
the	nation’s	craft	and	design	professions.	It	was	in	charge	of	many	national	large-
scale	design	projects	 and	proved	 the	 success	of	 its	 education	by	working	with	
industry	directly	(Hang	et	al.	2011,	pp.	43-50;	Yuan,	2003,	pp.	153-154).	In	addition,	
according	to	Yuan	(2003,	pp.	156-157),	the	school	placed	a	particular	importance	
upon	national	 traditional	craft	 styles	and	distinguishing	 features.	The	Academy	
tried	to	create	new	forms	and	elements,	not	only	following	Western	approaches,	
but	also	based	on	the	foundation	of	Chinese	traditional	arts.	Chinese	modern	craft	












across	 the	 country	 following	 the	 model	 of	 this	 first	 craft/design	 school.	 For	











curriculum	 structure	 and	 the	 proportion	 between	 teaching,	 learning	 and	
industrial	practice.	This	programme	had	a	significant	position	in	the	development	
of	 art,	 craft	 and	 design	 higher	 education	 in	 China	 and	 established	 the	 leading	
position	for	the	Central	Academy	of	Arts	and	Crafts	(Hang	et	al.,	2011,	pp.	53-54;	
Yuan,	2003,	p.	162;	p.	174).	













serve	 aspects	 of	 people’s	 daily	 lives	 such	 as	 clothing,	 food,	 housing	 and	







In	 the	 late	1970s	and	early	1980s,	 as	a	 consequence	of	 the	gradually	 in-depth	
recognition	of	the	modern	terms	of	craft	and	design,	the	tremendous	changes	and	
improvements	of	economy	in	China	after	the	implementation	of	the	Reform	and	
Opening-up	 Policy	 in	 1978,	 and	most	 importantly,	 the	 significant	 influence	 of	
Bauhaus	modern	design	concept,	modern	design	concept	was	combined	with	the	







Team	 Conference	 detailing	 that	 daily	 necessities	 and	 commodity	 should	 be	
beautified	 by	 design,	 with	 modern	 craft	 acting	 as	 functional.	 Although	 this	













National	 Modern	 Craft	 Teaching	 and	 Learning	 in	 Higher	 Educational	 Art	
Institutions,	which	was	held	by	the	Ministry	of	Culture	and	the	Ministry	of	Light	
Industry	and	organised	by	the	Central	Academy	of	Arts	and	Design	(Hang	et	al.,	


















Although	 art,	 craft	 and	 design	 education	 began	 to	 be	 lucrative	 at	 this	 time,	
because	of	the	special	social	and	economic	conditions	that	China	faced,	and	the	
rapid	 industrialisation	 and	modernisation	 that	 China	 experienced,	 the	 country	
had	 to	 process	 what	 the	 Western	 European	 countries	 had	 experienced	 over	
hundreds	 of	 years	 in	 a	 relatively	 short	 period.	 China	 encountered	 the	 same	
complicated	situation	the	UK	met	with,	and	even	more	complex	than	that	in	the	
UK.	Although	Chinese	modern	craft	education	and	design	education	co-existed	at	















two	 sections:	 modern	 craft	 section	 and	 artistic	 design	 section.	 In	 1992,	 the	
Ministry	of	Light	 Industry	published	Several	Suggestions	to	Boost	Light	 Industry	
and	Industrial	Design,	which	was	a	direct	motivator	for	the	foundation	of	artistic	
design	departments	and	 subjects	 in	all	 kinds	of	 schools	and	universities	 (Yuan,	
2003,	 pp.	 217-220).	 Artistic	 design	 departments	 and	 schools	 blossomed	 and	





















learning	 for	 their	 complete	 academic	 lives,	 directly	 by	 the	 new	 term	 “artistic	
design”.	The	other	was	to	keep	using	the	outdated	term	Chinese	modern	craft,	
continuing	 to	 bend	 themselves	 to	 traditional	 crafts	 research,	 which	 to	 some	
extent	 overlapped	 with	 art	 archaeology,	 trying	 to	 prove	 its	 identity	 and	 the	
necessity	of	its	existence	in	the	modern	China.	The	status	of	Chinese	modern	craft	








University)	was	 absorbed	by	 Tsinghua	University	 and	 changed	 its	 Chinese	 title	
from	“arts	and	crafts”	(Chinese	modern	craft)	to	“Arts	and	Design”.	It	seems	that	





The	 history	 and	 process	 of	 the	merger	 between	 Central	 Academy	 of	 Arts	 and	
Crafts	 and	 Tsinghua	 University	 was	 only	 partly	 recorded	 in	 A	 Brief	 History	 of	
Academy	 of	 Arts	 and	 Design,	 Tsinghua	 University	 by	 Hang	 et	 al.	 (2011).	 The	
materials	about	this	merger	used	in	this	thesis	were	first-hand	and	unpublished	
official	 records,	 documents,	 minutes,	 government	 responses	 as	 well	 as	 my	

















environment,	 so	 it	 was	 impossible	 to	 allow	 collaboration	 between	 different	
subject	disciplines	within	the	university.	This	caused	the	1990s	educational	reform.	





Tsinghua	University’s	 archives	 (Tsinghua	University,	 1999;	 Tsinghua	University,	
Central	Academy	of	Arts	and	Design,	1999;	Tsinghua	University,	Central	Academy	
of	 Arts	 and	 Design,	 1999;	Ministry	 of	 Education,	 1999;	Ministry	 of	 Education,	
1999),	there	were	three	reasons	that	forced	the	merger	of	Central	Academy	of	
Arts	and	Design	with	Tsinghua	University.		
Firstly,	 because	of	 the	 educational	 reform	 in	 the	 1990s	 and	 the	 closing	 of	 the	
Ministry	of	Light	Industry,	the	supervision	bodies	of	Central	Academy	of	Arts	and	
Crafts	 were	 changed	 from	 the	 Ministry	 of	 Culture	 and	 the	 Ministry	 of	 Light	
Industry	to	Municipal	Government	of	Beijing.	That	meant	the	Central	Academy	of	
Arts	 and	 Crafts	 was	 changed	 from	 a	 central-governed	 institution	 to	 a	 local	
institution.	The	Academy	was	concerned	about	the	loss	of	the	central	position	and	
identity	as	well	as	 the	 funding	sources.	So	according	 to	participants	 Jian	Hang,	












Ministry	of	Light	 Industry,	 the	funding	for	 the	Gu’an	Old	Cadre	Training	School	
was	also	stopped.	 It	suddenly	became	the	Central	Academy	of	Arts	and	Crafts’	
responsibility	 to	 take	 care	of	 the	Training	 School	 and	 its	 several	 factories.	 The	




a	 leading	 university	 in	 China,	 it	 still	 had	 ambition	 to	 be	 a	 world-beating	
multidisciplinary	 top-ranking	 university.	 Some	 departments,	 as	 well	 as	 subject	
disciplines,	were	removed	during	the	1952	reform	and	mergers,	especially	some	
arts	and	humanities	subjects.	The	Department	of	Construction	and	Architecture	
































did	 not	 fully	 understand	 what	 art	 and	 design	 really	 was	 and	 what	 was	 the	
relationship	between	art,	design	science	and	technology49.		
Although	many	staff	and	students	had	some	suspicion	and	uncertainty,	different	
from	 the	 Hornsey	 revolts	 in	 the	 UK,	 the	 merger	 of	 Tsinghua	 and	 the	 first	










art	 schools	 within	 the	 university,	 the	 running	 in	 period	 was	 full	 of	
misunderstanding,	 hostility,	 and	 indifference	 on	 the	 side	 of	 the	 rest	 of	 the	

















subjects,	 which	 depended	 on	 the	 school’s	 traditional	 art	 background	 and	 the	
accumulation	of	established	teaching	and	learning.	Therefore,	a	participant	(Jian	
Hang)	 thought	 that	although	Academy	of	Arts	 and	Design,	 Tsinghua	University	
was	 still	 the	 leading	 art	 and	 design	 school	 in	 China,	 in	 the	 first	 10	 years	 after	
merging	 with	 Tsinghua,	 the	 development	 of	 art	 subjects	 was	 not	 ready	 to	
compete	with	other	art	schools	in	terms	of	quality	and	the	development	of	design	
subjects	was	to	some	extent	halted.		





















predicted.	 The	 principal	 part	 of	 Chinese	 modern	 craft,	 Chinese	 traditional	
handicraft,	actually	flourished	unexpectedly	in	people’s	modern	lives.	The	price	
of	 the	 traditional	 jade	 carvings	 and	 other	 traditional	 crafts	was	 sometimes	 as	
much	 as	 millions	 of	 RMB	 at	 auctions.	 The	 term	 Chinese	 modern	 craft	 was	
mentioned	frequently	in	art	and	design	higher	education	and	was	still	mixed	up	
with	the	term	“design”.	Jian	Hang	(2014,	p.	120)	indicated,	in	2012,	the	subject	
discipline	 Chinese	Modern	 Craft	 reappeared	 in	 the	 new	 Subjects	 Catalogue.	 It	
became	a	sub	discipline	under	“art”.		
	
This	 “disappearance”	 and	 “return”	 of	 Chinese	 modern	 craft	 perhaps	 can	 be	
explained	 through	 two	 aspects.	 The	 first	 is	 the	 initial	 misreading	 and	
misunderstanding	of	 the	Western	modern	 term	“craft”.	The	second	 is	 that	 the	
function	 and	 status	 of	 Chinese	 traditional	 craft	was	 undervalued.	 To	 be	more	
specific,	the	term	Chinese	modern	craft	is	not	the	same	as	to	the	modern	meaning	




Arts	and	Crafts	Movement.	While,	 in	China,	 theoretically,	 the	modern	sense	of	
craft,	 which	 was	 influenced	 by	 the	 Western	 European	 countries,	 should	 also	
include	traditional	craft	and	the	new	craft.	However,	China	did	not	experience	an	
Industrial	Revolution	in	the	same	manner	as	the	UK,	so	the	cultural	consequences	
of	 its	 industrialisation	 were	 different.	 The	 “new	 craft”	 which	 related	 to	 the	
Western	Arts	and	Crafts	Movement	can	only	be	acquired	through	“guessing”	in	












However,	 the	 “return”	 of	 the	 term	 Chinese	 modern	 craft	 and	 the	 vitality	 of	
Chinese	traditional	craft	in	the	modern	society	proved	craft’s	status	in	Chinese	art,	
craft	and	design	higher	education	and	in	people’s	lives.	The	term	Chinese	modern	
craft	 now	became	 a	 real	 combination	 of	 the	 traditional	 craft	 and	 the	modern	
sense	of	craft,	since	the	almost	completed	modernisation	in	China.	There	was	an	







Today,	 there	 are	 parallels	 between	 the	 two	 countries	 and	 there	 is	 a	 similar	
situation	 in	 art,	 craft,	 and	design	higher	 education.	 It	 is	 precisely	 as	 Jian	Hang	
(2014,	p.	114)	said:	the	debates	between	“craft”	and	“design”	in	Chinese	art	and	
design	higher	education	and	in	Chinese	pre-modern	society	reflected	a	procedure	
that	 Chinese	 traditional	 life	 and	 culture	 made	 an	 attempt	 to	 find	 its	 own	



























These	 art	 schools,	 to	 some	degree,	 represent	 the	 standard	of	 Chinese	 art	 and	
design	higher	education,	and	are	examples	of	art	and	design	higher	education	for	
the	 rest	 of	 universities	 and	 institutions	 in	 China.	 Following	 the	 example	 of	
Academy	of	Arts	and	Design	in	Tsinghua	University,	based	on	Ping	Xu	(2011,	pp.	









art	 and	 design	 departments	 and	 subjects	 within	 multidisciplinary	 or	 technical	










universities	 such	 as	 Zhejiang	 University,	 Wuhai	 University	 of	 Technology	 and	
Chongqing	University51,	were	developed	successfully	and	characteristically	based	
on	the	universities	or	the	 institutions’	own	specialised	advantages.	To	be	more	
specific,	 art	 and	 design	 subjects	 in	 these	 kinds	 of	 universities	 were	 not	 only	
focused	on	artistic	design	but	also	 combined	 it	with	engineering	and	 technical	
design	such	as	machinery,	shipbuilding,	aeronautics	and	automobile	design.	Yuan	
indicated	(2003,	p.	276)	that	this	combination	of	artistic	design	and	engineering	
design	 was	 an	 example	 of	 a	 new	 trend	 of	 comprehensive	 design	 education,	
weakening	the	boundaries	between	art,	design	and	science	and	technology	and	






























the	 equivalent	 period	 in	 China.	 In	 contrast	 to	 the	 UK,	 the	 country	 did	 not	 go	
through	 an	 “Industrial	 Revolution”	 in	 the	 same	way.	 	 Its	 industrialisation	 had	
different	 causes	 and	 cultural	 consequences	 and	 took	 place	 against	 a	 different	
historical	background.	Its	modernisation	was	in	some	ways	forced	by	the	western	
countries.	China	first	experienced	modern	art	and	fine	art	higher	education,	after	






mainly	 followed	 a	 top-down	 method.	 It	 was	 determined	 by	 governmental	
decisions,	 economically	 and	 politically	 while	 the	 equivalent	 history	 in	 China	
initially	followed	a	bottom-up	process.	The	country	did	not	have	much	experience	
in	modern	 art,	 craft	 and	 design	 higher	 education.	 Their	modern	 education,	 to	
some	extent,	was	started	by	the	exploration	of	a	few	scholars	and	professionals.	




























both	 countries	were	under	 a	 global	 culture,	 I	will	mainly	 focus	on	 comparison	

























When	 compared	 to	 the	 independent	art	 schools,	 the	merged	art	 schools	have	
some	unique	organisational	culture,	such	as	the	extreme	cultural	phenomenon	of	
“dilution”,	 changes	 of	 reputation,	 restrictions	 of	 university	 system	 and	 the	
influence	of	 university	mainstream	organisational	 culture.	 In	 addition,	 the	 two	
types	of	art	schools	have	some	counterpart	cultural	features	in	terms	of	financial	
status,	platform	and	vision,	administration,	and	freedom	and	structure.	Although	








In	 this	 chapter,	 I	will	 first	outline	 the	 concept	of	organisational	 culture	and	 its	
three	 levels,	 and	 adopt	 them	 to	 classify	 and	 give	 a	 brief	 introduction	 of	 my	
interview	data	on	the	two	types	of	schools’	organisational	cultures.			I	will	then	
use	this	interview	data	to	discuss	the	merged	art	schools’	unique	organisational	















assumptions	 of	 values	 and	 beliefs	 in	 an	 organisation	 that	 could	 guide	
organisational	 members’	 thinking,	 feelings,	 and	 behaviours	 to	 make	 this	
organisation	 different	 from	 another	 one	 (2010,	 p.	 18;	 p.	 27).	 These	 basic	
assumptions	are	 considered	 to	be	valid	 to	 solve	an	organisation’s	 internal	 and	







they	 confront	 this	 unfamiliar	 “culture”	 in	 the	 organisation.	 For	 example,	 the	
architecture	 of	 the	 organisation’s	 physical	 environment,	 its	 technology	 and	
products,	its	artistic	creations,	its	language,	its	formal	organisational	charters,	its	
style	of	clothing,	manners	and	emotion,	 its	organisational	stories	and	myth,	 its	




ideals,	 goals,	 values,	 aspirations;	 ideologies;	 rationalisations	 in	 “mission	











statements,	 policies	 and	 even	 systems	 and	 procedures”	 (Locke,	 2007,	 p.	 86).	




organisation’s	 problems,	 they	 are	 confirmed	 as	 common	 knowledge	 and	
transformed	 into	 the	 deepest	 level	 of	 organisational	 culture,	 the	 non-
mentionable	underlying	assumptions.		
	











When	 the	 shared	 assumptions	 are	 formed	 from	 the	 leader’s	 assumptions,	 the	







achieve	 a	 rapid	 organisational	 changing	 is	 a	 “merger”.	 Mergers	 between	
                                                







independent	 art	 schools	 and	 universities	 could	 in	 certain	 ways,	 change	
organisational	 culture	 in	 original	 art	 schools.	 Compared	 to	 independent	 art	
schools,	merged	art	schools	have	some	unique	features	of	organisational	culture	












close	 community	 and	 one-to-one	 teaching.	 So,	 this	 is	 considered	 one	 of	 the	
positive	 sides	 of	 being	 independent.	 One	 of	 the	 merged	 art	 schools	 visible	









Some	 of	 the	 surviving	merged	 art	 schools	 have	 another	 unique	 organisational	
culture	 at	 surface	 level:	 their	 reputation.	 The	 concept	 of	 reputation	 in	 an	
organisation	 is	 the	 “distinctive	 attributes”	 that	 assigned	 to	 the	 organisation	
(Balmer,	2001,	p.	257).	It	is	the	“enduring	perception	held	of	an	organisation	by	
an	 individual,	group	or	network”	 (ibid,	p.	257).	 John	Balmer	 indicated	that	 this	
concept	is	within	the	area	of	business	identity	studies	(ibid,	p.	251).		It	is	related	
to	 what	 I	 discuss	 in	 chapter	 6:	 the	 outside	 perception	 of	 art	 schools	 and	 is	
embraced	by	one	aspect	of	the	identity	framework	I	use:	the	attributed	identity.	
However,	my	thesis	is	not	a	study	of	reputation.	The	concept	of	reputation	in	this	




also	 significantly	 on	 the	 status	 of	 the	 university.	 There	 is	 a	 counterpart	
organisational	 culture	 both	 for	 independent	 and	 merged	 art	 schools	 on	 the	
surface	level:	their	financial	status.	To	some	extent,	there	is	no	doubt	that	some	
merged	 art	 schools	 are	 well	 supported	 by	 the	 universities.	 In	 terms	 of	 the	




values.	 Features	 at	 this	 level	 of	 organisational	 culture	 are	 invisible.	 There	 are	
positives	and	negatives	in	terms	of	the	institutional	systems,	structures,	platform	
and	 vision,	 and	 different	 institutional	 culture	 influences.	 The	 independent	 art	
schools	have	a	relatively	flexible	environment,	while	the	merged	art	schools	seem	
to	 be	 restricted	 by	 the	 university	 system	 and	 influenced	 by	 the	 university’s	
organisational	culture.	The	merged	art	schools	have	a	structured	administration	











beliefs	 and	 values.	 At	 this	 level,	 because	 of	 the	 independent	 status,	 the	
independent	 art	 schools	 have	 freedom	 to	 make	 their	 own	 decisions.	 So,	 it	 is	
relatively	 easy	 to	 see	 their	 “art	 school	 ethos”.	 	 However,	 the	merged	 art	 and	
design	schools	have	been	influenced	and	altered	by	the	university	structure	and	
culture.	This	to	some	extent	caused	their	“self-imposed	restrictions”	and	they	feel	
restricted	 inside	 of	 the	 universities.	 So,	 their	 art	 school	 spirit	 is	 buried	 in	 the	
university	mainstream	culture.	The	deepest	level	of	organisational	culture	in	the	











were	 absorbed	 into	 big	 universities.	 Secondly,	 I	 shall	 examine	 the	 changes	 of	
merged	 art	 schools’	 reputation	 and	 branding.	 Then	 I	 will	 discuss	 universities’	
restrictions	to	art	schools	in	terms	of	research	and	research	assessment.	In	the	


















other	 bigger	 departments	 such	 as	 humanities,	 liberal	 arts	 education	 or	
engineering.	 For	 example,	 art	 courses	 in	 Northumbria	 were	 moved	 into	
humanities	 alongside	 art	 history,	 and	 design	 courses	 were	 moved	 into	
engineering.	Similarly,	 in	De	Montfort,	design	was	added	to	engineering,	while	
fine	 art	 was	moved	 to	 performing	 arts	 into	 humanities	 alongside	 English	 and	
history	 (participant:	 Simon	 Lewis).	 Jill	 Journeaux	 (participant)	 recalled	 the	
situation	in	De	Montfort	when	art	and	design	were	separated.	As	she	said,	“it	was	
very	much	a	humanities	faculty”	and	“it	was	not	a	good	place	for	fine	art”	because	
art	 “was	 separated	 out	 from	 design”	 and	 design	 “grew	 into	 areas	 of	 design	
management	and	business”.	Although	art	and	design	 in	De	Montfort	were	put	






dilution	was	 that	 sometimes	 the	mergers	were	not	“real,	proper	mergers”	but	
“acquisitions”	 (Andrew	 Brewerton)	 and	 “asset	 stripping”	 (David	 Vaughan).	 For	
instance,	David	Vaughan	stated	that	the	University	of	Cumbria	consisted	of	an	art	








from	 the	 art	 school	 to	 cover	 the	 deficit.	 This	 put	 the	 university	 in	 danger	 of	
undermining	the	strengths	of	the	art	and	design	school.	David	Vaughan	indicated	
that	 this	 “asset	 stripping”	 also	 happened	 in	 Liverpool	 Polytechnic	 and	












Art	 disappeared	 with	 the	 culture	 of	 Falmouth	 overwhelming	 the	 culture	 of	
Dartington.		
	
The	 fact	 that	 some	 of	 the	 mergers	 were	 not	 “real,	 proper	 mergers”	 but	
“acquisitions”	 (Andrew	 Brewerton)	 was	 one	 of	 the	 critical	 reasons	 that	 some	
merged	art	schools	were	diluted	or	disappeared.	In	Brewerton’s	opinion,	“in	a	real	
merger,	 two	 things	 cease	 and	 new	 thing	 is	 born.	 So	 both	 of	 the	 original	
organisations	change.	 (However,)	 in	an	acquisition,	 there	 is	a	 larger	one	and	a	
smaller	one.	The	larger	one	eats	the	smaller	one,	and	the	smaller	one	becomes	
part	of	the	large	thing.”	What	Brewerton	said	“a	proper	merger”	and	“to	create	
something	 new”	 is	 precisely	 as	 Schreyögg	 (2005,	 p.	 109)	 called	 the	 “cultural	



















































made	 the	 art	 school	 reach	 the	 top	 in	 the	 national	 art	 and	 design	 subject	
assessment	(participant:	Anying	Chen).	In	addition,	Jian	Hang	and	Ian	Pirie	both	
mentioned	in	our	interviews	that	the	reputation	of	the	merged	art	school	in	the	
university	 brought	more	 students	who	wished	 go	 to	 the	 art	 school	 but	whose	




However,	art	schools	 that	merged	 into	second	 level	universities	would	have	to	
struggle	with	their	reputation.	For	example,	in	the	UK,	after	merging	into	the	“post	
1992	universities”,	 the	original	prestigious	art	 schools	had	problems	with	 their	
reputation.	Even	though	in	art	and	design	circles,	people	still	believe	that	they	are	
good	art	schools,	the	outsiders	consistently	question	the	reputation	and	status	of	
the	 merged	 art	 schools.	 They	 judged	 art	 students	 based	 on	 the	 universities’	























































for	 example,	wrote	 a	 book,	 published	 a	paper,	 or	were	 involved	 in	 a	 research	
project.	 These	 would	 result	 in	 a	 bonus	 they	 receive	 at	 the	 end	 of	 the	 year.	
However,	 in	 the	 art	 school,	 some	 staff	 and	 students	 could	 present	 innovative	
ideas	 or	 complete	 some	 experimental	 practices.	 These	 university	 systems	 or	
criteria	might	not	properly	judge	and	measure	these	ideas	or	practices.	Although	
some	theoretical	subjects	in	art	and	design	could	include	“research”,	it	would	take	
longer	 for	 them	 to	 obtain	 research	 outcomes	 than	with	 science	 and	 technical	
subjects.	If	one	really	has	to	“measure”	art	and	design	subjects,	the	structure	and	










art	and	design	 research.	Thus,	 “research”	 is	 to	 some	extent	an	awkward	word	
when	it	comes	to	art	and	design.		
	





formulation	 of	 the	 recent	 evaluation	 in	 the	 quality	 of	 art	 and	 design	 higher	
education	 in	China	was	not	made	by	the	authorities	 in	art	and	design	research	

























culture”	 (university)	overwhelming	a	 “weaker	 culture”	 (art	 school).	 Buono	and	
Bowditch	cited	Deal	and	Kennedy	(1982,	1983)	and	Wilkins	and	Ouchi	(1983)	to	
interpret	this	potential	problem	to	merge	a	“thick	culture”	and	a	“thin	culture”.	A	
general	 rule	 provided	 by	 Buono	 and	 Bowditch	 (2003,	 p.	 149)	 is	 that	 smaller	
institutions	tend	to	have	“strong	cultures”	because	it	 is	relatively	easier	for	the	
individual	 members	 to	 share	 the	 same	 beliefs	 and	 values.	 	 However,	 larger	











have	 “strong	 cultures”.	 However,	 had	 compared	 to	 the	 relatively	 large	 size	 of	




“weak-cultured	 organisation”,	 there	 are	 four	 types	 of	 cultural	 integration	 in	
organisational	 combination.	According	 to	Buono	and	Bowditch	 (2003,	pp.	143-
147),	they	are	cultural	pluralism,	cultural	blending,	cultural	takeover	and	cultural	
resistance.	 The	merger	 between	 two	 “strong	 cultures”	 would	 tend	 to	 lead	 to	
“cultural	 resistance”.	 The	 organisational	 combination	 between	 two	 “weak	
cultures”	 may	 result	 in	 “cultural	 blending”	 more	 easily	 than	 a	 combination	
between	 two	 “strong	 cultures”.	 “Weak	 culture”	 in	 the	 relatively	 small	
organisation	could	more	easily	be	taken	over,	but	it	 is	also	possible	to	create	a	
“cultural	 pluralism”	 between	 a	 relatively	 “weak-but-distinct-cultured	









Based	 on	 my	 interview	 data,	 many	 merged	 art	 schools	 were	 to	 some	 extent	
influenced	 and	 assimilated	 by	 the	 university’s	 organisational	 culture.	 Some	 of	
them	even	do	not	“feel	 like	an	art	school”	but	“feel	 like	part	of	the	university”	
(participant:	Carol	Jones).	This	can	be	observed	from	the	way	people	dress,	their	
language	 and	 behaviour	 in	 merged	 art	 schools	 which	 are	 at	 the	 first	 level	 of	
organisational	 culture.	 Just	 before	 the	 merger	 happened,	 it	 was	 easy	 to	
differentiate	art	school	people	from	people	from	the	rest	of	the	university	from	








“unconventional”.	 However,	 years	 after,	 art	 people	 were	 assimilated	 into	 the	








design	 faculties	 are	 now	 in	 universities	 like	 factories	 but	 they	 used	 to	 be	 like	
families”.	Zhiyong	Fu	indicated	the	original	environment	of	the	old	Tsinghua	art	
school	was	located	in	the	Central	Business	District	(CBD)	in	Beijing,	which	was	the	
heart	 of	 the	 prosperous	 financial	 district	 in	 China	while	 Tsinghua	University	 is	
located	at	the	IT	and	university	area.	The	environment	of	the	old	place	reflected	
staff	 and	 students’	 sensitivity	 in	 the	 cutting-edge	 art,	 design	 and	 fashion	with	








provided	 the	mainstream	 sense	 of	 value	 to	 the	 staff	 and	 students	 within	 the	
university.	 After	 merging	 into	 Tsinghua	 University,	 art	 students	 tended	 to	
participate	more	in	university’s	activities	such	as	the	“12.9”	Singing	Competition	
every	 year,	 forums,	 society	 activities,	 student	 union	 activities.	 	 Actually	 they	
enjoyed	being	part	of	the	diverse	university	culture	and	activities,	and	they	were	














“strong	 culture”	 that	 is	 closely	 linked	 to	 the	 art	 school	 ethos	 and	 identity.	
Although	 participants	 such	 as	 Chuan	 Wang	 believed	 art	 school’s	 culture	 was	
gradually	assimilated	by	 the	university	culture	after	merging,	art	 schools’	deep	
organisational	culture	actually	did	not	disappear	but	became	buried	within	the	
university	 organisational	 culture.	 As	 an	 onlooker	 from	 the	 engineering	
department,	Graham	Cokerham	thought	the	truth	was	that	art	schools	to	some	
extent	 created	 a	 culture	 for	 themselves	 and	 tended	 to	be	 independent	 of	 the	
university.	He	thought	although	art	schools	merged	into	universities,	they	still	had	
“very	mixed”	and	“very	unstructured”	culture.	As	he	said,	“(the	art	students	are)	



















different	 from	 the	 independent	 art	 schools,	 but	 essentially,	 they	 are	 both	 art	









in	 the	 two	 types	 of	 art	 schools.	 Secondly,	 the	 environmental	 and	 academic	
inferiority	in	the	independent	art	schools	and	the	counterpart	priority	of	merged	
art	 schools	will	be	evaluated.	Then,	 I	will	 talk	about	administration	 in	both	art	













became	 part	 of	 the	 universities,	 they	would	 not	 have	 had	 the	 opportunity	 to	








pay	 for	 such	 items	 as	 “government	 tax,	 heat,	 light,	 HR,	 catering	 staff”	 (Simon	
Lewis),	 and	 “career	 advice	 and	 employability,	 learning	 support	 and	 disability	
support”	(Ian	Pirie),	and	the	staff	salaries	were	increased	after	the	mergers.	Ray	
Cowell	indicated	that	the	art	school	also	benefited	from	the	marketing	budget.	In	













societies,	 which	 all	 gave	 the	 students	 a	 sense	 of	 university	 environment	 and	
culture.	In	addition,	the	financial	support	the	art	school	get	is	not	only	used	for	
the	millions	 of	 RMB’	 advanced	 equipment,	 but	 also,	 the	 art	 school	 can	 share	
government	funding	that	Tsinghua	receives	that	is	only	given	to	“985	Universities”.	
As	Dan	Su	and	 Jun	Hai	pointed	out,	because	Tsinghua	 is	 the	best	university	 in	
































financial	 status”	 is	 a	misunderstanding	 by	 some	of	 the	merged	 art	 and	design	
schools.	
	
The	 different	 opinions	 and	 misunderstanding	 between	 the	 merged	 and	
independent	 art	 schools	 in	 the	 UK	 were	 to	 some	 degree	 due	 to	 the	 lack	 of	
communication	between	art	people	after	the	mergers	took	place	 in	the	1970s.	
There	was	a	time	before	the	mergers	when	independent	art	and	design	schools	
were	 broadly	 accepted	 in	 the	 UK.	 At	 that	 time,	 almost	 every	 art	 school	 was	
independent.	However,	 after	 the	mergers,	with	 the	 relatively	 small	 number	of	
independent	 art	 schools	 and	 art	 universities	 that	 remained	 in	 the	 UK,	 the	
independent	ones	were	probably	less	understood	within	the	merged	art	school	
group	in	large	universities	than	they	once	were.	Most	of	the	art	and	design	people	






tradition.	 That	 is	 why	 people	 may	 not	 understand	 the	 real	 situation	 in	 the	
















This	 subsection	 discusses	 how	 the	 platform	 influences	 the	 vision	 in	 the	
independent	and	merged	art	schools.	Independent	art	schools	are	to	some	extent	
isolated	 environmentally	 and	 academically.	 However,	 the	 merged	 art	 schools	
have	the	opportunity	to	have	a	multidisciplinary	platform	in	the	universities.		
	
The	 independent	 art	 schools	 are	 believed	 to	 be	 academically	 “isolated”	 (Jill	
Journeaux;	 Ian	Pirie)	and	their	“isolation”	can	be,	 to	some	extent,	negative	 for	
their	development.	 Jill	 Journeaux	 indicated	 the	 field	of	art	and	design	was	not	
static.	Since	the	development	of	new	technology,	some	multidisciplinary	art	and	














varied	disciplines	and	different	teachers.	 It	 is	relatively	easy	to	 invite	a	teacher	
from	 archaeology	 to	 work	 with	 students	 in	 a	 sculpture	 department	 in	 a	







as	 a	 relatively	 small	 institution,	 compared	 to	 the	 art	 schools	 in	 universities,	
























resources	 it	 held	and	 the	 close	 connection	 it	 had	with	 science	and	 technology	
subjects	can	never	be	copied	by	other	 independent	art	and	design	 institutions.	
The	key	was	how	to	take	advantage	of	this	platform	and	link	art	and	design	to	





would	 become	 a	 school	 of	 diversity	 in	 this	 special	 environment	 (CN07).	 The	
students	in	art	school	could	have	multiple	cultures	and	multiple	abilities	and	this	
was	what	Donghui	Cui	(teacher	 in	Central	Academy	of	Fine	Arts)	felt	about	the	
students	 in	 Tsinghua	 art	 school.	 This	 comprehensive	 organisational	 culture	 of	
university	would	allow	students	to	have	a	global	view	and	rich	imagination	in	their	










“creative	 tension”	 was	 the	 balance	 between	 “doing	 their	 own	 thing	 and	
contributing	in	some	way	to	the	wider	life	of	the	university”.	This	“creative	tension”	

















this	 high,	 wide,	 multidisciplinary	 platform	 and	 vision	 as	 a	 comprehensive	
institutional	culture	and	environment,	Mingzhi	Wang	used	a	metaphor:	he	said	
dough	could	have	 fermented	and	became	something	new	as	bread	only	when	





to	 experience	 a	 wider	 vision	 in	 terms	 of	 multidisciplinary	 environment	 and	
academic	resources	than	the	 independent	art	schools	do.	The	multidisciplinary	
organisational	 culture	 in	 the	 universities	 could	 encourage	 more	 collaboration	

















orientated.	 The	 participants	 CN08	 and	 Simon	 Lewis	 pointed	 out	 that	 the	
management	 and	 administration	 in	 independent	 art	 and	 design	 institutions	
depended	on	the	leaders	and	the	senior	management	team’s	decisions.	They	are	
ruled	by	people	rather	than	ruled	by	a	system.	This	may	cause	a	risk	of	nepotism.	






into	 Tsinghua	University,	 it	was	 an	organisation	with	 cumbersome	hierarchical	
structures	 which	 made	 the	 school’s	 administration	 inefficient	 and	 actually	
unstructured	(Gan	Zhang).		
	
Administration	 in	 current	 independent	 art	 and	design	 institutions,	 to	 a	 certain	
degree,	have	improved	based	on	the	national	outline	in	research	and	education	
in	 both	 countries.	 However,	 because	 of	 part	 of	 the	 independent	 art	 schools’	
organisational	culture,	freedom	and	independence,	the	schools’	members	would	
constantly	find	unstructured	methods	to	complete	work	within	structures.	Gan	
Zhang	 mentioned	 this	 less	 structured	 administration	 in	 the	 independent	 art	




extent,	 also	 depends	 on	 the	 leaders’	 values	 and	 beliefs,	 system-orientated	
structures	are	important	to	the	school’s	administration	and	give	the	impression	
of	a	professional	educational	institution	to	the	place.	In	the	UK,	Carol	Jones	said	
that	 the	 mergers	 gave	 art	 schools	 structure	 and	 academic	 validation.	 In	 her	










from	 academics,	 teaching	 and	 learning,	 and	 so	 administration	 became	 more	
















the	chaotic	problem.	 I	 then	will	 look	at	 the	merged	art	schools’	problems	with	
feeling	like	they	have	“less	freedom”.	
	
It	 is	 essential	 to	 consider	 the	 relationship	 between	 structure	 and	 freedom	 in	
organisations.	 Organisational	 structure,	 as	 a	 certain	 kind	 of	 bureaucracy,	 can	




Wilson	 (2010,	 p.	 262)	 used	Max	Weber’s	 (1930,	 p.	 181)	 phrase	 “iron	 cage”	 to	
describe	bureaucracy	that	the	bureaucratic	rules	and	structure	resemble	an	iron	


















Andrew	 Brewerton	 thought:	 “no	 one	 has	 complete	 freedom”,	 and	 the	
independent	art	schools	also	have	to	decide	how	to	negotiate	and	response	to	
constraints.	However,	because	of	the	sense	of	freedom,	independent	institutions	
have	 self-determining	 flexibility	 and	 are	 able	 to	 respond	 to	 new	 situations	
promptly.	People	in	independent	art	schools	can	“think	more	about	horizons	and	
be	 less	 preoccupied	 by	 boundaries”	 (Andrew	 Brewerton),	 so	 that	 the	 small	




proper	 structure.	 The	 “Coldstream	 and	 Summerson”	 reports	 gave	 the	 former	
independent	art	schools	in	the	UK	“a	good	deal	of	freedom”	in	the	“golden	age”	
of	 the	 1960s	 and	 the	 1970s	 before	 the	mergers	 (Strand,	 1987,	 p.	 27;	 p.	 214).	
However,	 Carol	 Jones	 indicated	 that	 the	 art	 schools	were	 in	 chaos	 before	 the	
national	mergers	in	the	1970s.	She	described	the	education	she	had	at	that	time.	













Engineering	 professor	 Graham	 Cokerham	 gave	 an	 example	 of	 this	 chaotic	



































Perhaps	 as	 the	 validating	 body	was	 too	 scrupulous	 about	 the	 “tight	 or	 liberal	
control”,	the	system	actually	“depends	for	its	success	upon	the	integrity	and	sense	
of	corporate	and	 individual	 responsibility	of	 the	teaching	staff	of	each	college”	
(ibid,	 p.	 214).	 One	 has	 to	 admit	 that	 this	 proved,	 to	 some	 degree,	 successful,	
because	 it	 brought	 in	what	was	 called	 “vitality,	 health	 and	quality”	 to	 art	 and	
design	education.	Yet,	there	were	situations	that	“staff	have	been	lazy,	or	timid,	
or	 lacking	 in	 conviction,	 or	 have	 allowed	 the	 students	 too	much	 freedom	and	
given	too	little	guidance”	(ibid,	p.	214).	In	this	circumstance,	the	validating	body	

















were	 able	 to	 operate	 in	 relation	 to	 other	 subjects”.	 In	 Carol	 Jones’	 opinion,	







bear.	 Terry	 Shave	 also	 thought	 the	 polytechnics	 were	 better	 than	 the	 later	
universities	 because	 “polytechnics	 were	 closer	 to	 the	 Bauhaus	 than	 the	 later	
universities,	and	closer	to	these	people	with	skills	and	doing	things	with	hands	for	






In	 some	 participants’	 opinion,	 the	 university	 system	had	 brought	 in	 too	much	
structure	 and	 bureaucracy,	which	 led	 to	 less	 sovereignty	 and	 creativity	 in	 the	






























“surveillance”,	 prisoners	 consistently	 feel	 the	 “surveillance”	 in	 the	 panopticon	
even	though	the	guards	do	not	monitor	them.	Similarly,	most	of	the	universities	
actually	 gave	 the	 art	 schools	 enough	 “freedom”	 and	 support	 in	 terms	 of	
curriculum	design,	 student	 enrolment	 and	 staff	 recruitment,	 staff	 and	 student	





the	 art	 school	 itself.	 The	 art	 school	 restricted	 itself	 partly	 because	 of	 its	 own	
tradition	 and	 partly	 because	 of	 the	 leaders	 of	 art	 school’s	 decisions.	 Dan	 Su	
indicated,	in	terms	of	“freedom”,	the	former	independent	Central	Academy	of	Art	
and	Design	was	worse	than	the	merged	school.	Due	to	the	unique	time	in	China	
during	 this	period,	 students	would	be	discharged	 if	 they	did	not	 complete	 the	
morning	 (setting-up)	exercises,	or	 they	had	small	 clashes	with	canteen	staff	or	
administration	 staff.	 After	 merging	 into	 Tsinghua	 University,	 most	 of	 the	
restrictions	 came	 from	 the	 inside	 of	 the	 art	 school	 rather	 than	 the	 Tisnghua	
University.	The	university	restricted	the	art	school	in	terms	of	administration	to	
some	degree,	 but	 the	university	 did	 not	 restrict	 the	 art	 people’s	 teaching	 and	















necessary	 for	 a	 practical	 art	 and	 design	 teacher	 to	 obtain	 a	 doctoral	 research	
degree	because	art	and	design	is	a	practical	subject	field	with	the	exception	of	art	
and	design	history	and	 theory.	 In	addition,	because	many	art	 staff	 complained	
about	 the	 restriction	 of	 university’s	 system,	 the	 university	 suggested	 the	 art	
school	 design	 their	 own	 system	 to	 suit	 art	 and	 design	 learning	 and	 teaching.	
However,	Mingzhi	Wang	and	Zhiyong	Fu	claimed	the	art	school	could	not	produce	
a	 “proper	 administrative	mode”	 for	 itself.	 This	 resulted	 in	 a	 situation	 that	 the	
university	gave	power	to	the	art	school	to	find	a	better	“sub-system”,	while	the	






what	Foucault	 called	 “surveillance”	 is	what	made	art	people	 feel	 less	 free	and	
more	structured.	Todd	May	(2014,	p.	76)	indicated	Foucault’s	idea	and	analysis	









a	 rule	 for	what	 they	 should	 do	 and	what	 they	 should	 not.	 This	 is	 reflected	 in	











situation	 that	 could	 come	 from	 the	 nature	 of	 arts	 subjects.	 In	 addition,	 a	
substantial	sense	of	freedom	is	always	there	in	the	university	systemic	structure.	
As	 long	as	art	people	do	not	 lose	their	way	 in	creative	thinking	and	productive	






to	 demonstrate	 the	 cultural	 changes	 of	 the	 art	 schools	 after	 merging	 into	
universities	in	order	to	claim	a	central	point	that,	although	the	merged	art	schools	






data.	 Second,	 I	 used	 this	 data	 about	 cultural	 features	 to	 discuss	 the	 unique	
organisational	culture	that	the	art	schools	had	after	they	merged	into	universities	































addition,	 the	 surface	 level	 of	 art	 schools’	 organisational	 culture	 is	 material	
artifacts	that	are	central	to	how	art	school	members	project	their	deep	identity	






















snobbery	 between	 different	 universities	 and	 subjects	 from	 a	 historical	
perspective	and	in	current	higher	educational	system.	Evidence	and	materials	in	
this	chapter	seem	self-evident	and	indicate	that	art	schools	are	marginalised	in	
both	 a	 society	 and	 a	 university	 sense	 because	 the	 society	 and	 the	 rest	 of	 the	
university	 has	 less	 understanding	 about	 them.	 Thus,	 a	 proper	 articulation	 and	
communication	through	a	bottom-up	method	is	an	essential	solution	to	change	
this	negative	attributed	identity.	However,	what	seems	self-evident	is	necessary	




In	 this	 chapter,	 I	 first	 introduce	 Soenen	and	Moingeon’s	 five	 facets	of	 identity	
theory.	Second,	 I	draw	on	 ideas	from	attributed	 identity	to	 look	at	art	schools’	
outside	 perception	 from	 social,	 historical	 and	 university	 perspectives.	 I	 then	
examine	the	reason	underlying	such	outside	perception	and	discuss	obstacles	and	















identity,	 of	 art	 schools,	 ideas	 from	 the	broad	area	of	 business	 identity	 studies	
which	 includes	 corporate	 identity,	 organisational	 identity	 and	 visual	 identity	
(Balmer,	2001,	p.	248)	might	appear	 to	be	 relevant.	Visual	 identity	 studies	 the	
organisation’s	“visual	(and	verbal)”	symbols	that	“communicate	what/who”	the	
organisation	is	(ibid,	p.	254;	257).	This	is	not	the	focus	of	the	thesis.	In	addition,	
corporate	 identity	 was	 defined	 by	 Balmer	 as	 “what	 we	 are”	 in	 terms	 of	 the	
organisation’s	 business	 activities,	 market	 scopes,	 structure,	 strategy,	 ethos,	
performance,	history	and	reputation,	and	relationships,	which	are	also	not	central	
to	the	concerns	of	this	thesis	(ibid,	p.	257).	Although	corporate	identity’s	related	
field	 “corporate	 images”	 refers	 to	 the	 “perception”	 of	 the	 “central	 ideas”	 by	
various	audiences	(Rindova	and	Schults,	1998,	p.	48)	which	points	to	the	outside	
perception	of	the	art	schools	in	my	thesis,	corporate	identity	mainly	relates	to	the	




members’	 relationship	 with	 the	 organisation	 (Balmer,	 2001,	 p.	 257).	 It	 is	
concerned	 with	 beliefs	 and	 ideas	 that	 are	 believed	 and	 expressed	 by	 the	
organisational	members	as	“central,	enduring,	and	distinctive”	(Whetten,	2006,	p.	
220),	which	 fits	within	 the	aspects	of	 identity	 this	 thesis	 focuses.	However,	 its	
interrelationship	 with	 corporate	 identity	 and	 its	 related	 field	 organisational	












p.	17)	which	 integrates	 corporate	and	organisational	 identity	and	 their	 related	
topics.	The	five	facets	of	identity	co-exist	and	influence	each	other.	They	are	the	
professed	 identity,	 the	 projected	 identity,	 the	 experienced	 identity,	 the	







the	 statement(s)	 or	 the	 claim(s)”	 that	 the	 members,	 not	 only	 the	 senior	
management	 team,	 employ	 to	 describe	 the	 organisation’s	 collective	 identity.	
Professed	 identity	 becomes	 part	 of	 the	 projected	 identity	 when	 it	 is	
communicated	to	others	to	some	extent.	
	






and	 professed	 identity	 is	 that	 the	 former	 is	 “mediated”.	 It	 is	 also	 rooted	 in	
experienced	 identity	 and	 manifested	 identity	 (historical	 identity).	 	 What	 the	









cognitive	 beliefs	 the	 organisational	members	 experience	 and	 sincerely	 believe	
about	 the	 organisation.	 It	 can	 be	 viewed	 as	 “more	 or	 less	 stable,	 unique	 or	
multiple,	monolithic	or	fragmented,	ideographic	or	holographic”	(ibid.	p.	19).	It	is	
constructed	 within	 “certain	 conceptualisations”	 of	 the	 organisation’s	 culture	
context	as	“a	set	of	core	beliefs”	(ibid.	p.	22).	Experienced	identity	is	the	deepest	
aspect	of	organisational	identity	and	could	be	specified	by	Albert	and	Whetten’s	










The	 attributed	 identity	 refers	 to	 “the	 attributes	 that	 are	 ascribed	 to	 the	





members’	 understanding	 about	 how	 the	 external	 audiences	 think	 about	 the	
organisation.		
	
I	draw	on	 ideas	 in	attributed	 identity	 in	 this	chapter	 to	 investigate	 the	outside	
perception	of	art	schools.	Although	I	will	not	deal	with	art	schools’	marketing	of	
themselves,	some	 ideas	of	projected	 identity	are	also	used	 in	this	chapter	as	a	












This	 section	 discusses	 art	 schools’	 outside	 perception,	 that	 is,	 art	 schools’	
attributed	 identity.	 First,	 I	 look	 at	 the	 hierarchy	 between	 the	 Russell	 group	












In	 the	 UK,	 there	 was	 a	 tradition	 of	 hierarchy	 and	 snobbery	 between	 “Russell	
Group	Universities”	and	the	“Post-1992	Universities”	(or	the	Ex-Polytechnics).	The	
“Russell	Group	Universities”	are	“old	universities”	that	existed	long	time	before	
the	 period	 from	 the	 1960s	 to	 the	 1980s	 when	 the	 “ex-polytechnics	 were	
founded 54 .	 The	 “Russell	 Group	 Universities”	 are	 research-driven	 while	 the	
establishment	 of	 the	 polytechnics	 was	 to	 provide	 vocational	 and	 professional	
teaching	for	the	needs	of	industry	and	commence	(Alan	Crisp).	Due	to	this	division,	
Russell	Group	Universities	are	“obviously”	considered	superior	 to	polytechnics,	
and	 in	 some	 people	 from	 Russell	 Group	 Universities’	 opinion,	 although	 the	

















table.	 However,	 there	 are	 also	 some	 negative	 feelings	 inside	 of	 the	 ex-
polytechnics.	 Many	 staff	 were	 not	 psychologically	 confident	 enough	 because	
deep	in	their	hearts	they	believed	that	the	new	post-1992	universities	were	not	























This	 governmental	 arrangement	 for	 art	 and	 design	 schools	 to	 some	 extent	
reflected	art	schools’	attributed	identity	from	a	social	perspective.	In	the	opinion	
of	people	from	the	Russell	group	universities,	“art	and	design	did	not	belong	to	















technology,	 economics	 and	 mathematics	 (STEM)	 because	 the	 government	
believed	if	the	country	“lose	these	subjects	areas	and	analytical	explorations	of	
these	 areas,	 it	 would	 lose	 the	 innovative	 core”	 (Ann	 Priest).	 This	 would	
consequentially	 affect	 the	 attributed	 identity	 of	 art	 schools.	 Art	 schools	 were	
second-rate	 and	 were	 not	 as	 promising	 as	 science	 and	 engineering	 from	 an	
educational	aspect.		Due	to	this	economic	reason,	as	some	of	the	participants	said,	
“art	and	design	will	never	be	as	strong	as	science	and	engineering,	and	science	
and	 engineering	 will	 always	 have	 a	 louder	 voice”	 (Andrew	 Brewerton).	 This	












relatively	 negative	 outside	 perception	 (attributed	 identity)	 of	 art	 and	 design	
schools.	Before	the	polytechnics	were	formed	by	the	governmental	arrangement,	
the	“two	traditions”	which	created	the	system	of	higher	education	were	rooted	
in	 history	 (Pratt,	 1997,	 pp.	 8-9).	 	 As	 Pratt	 stated,	 universities	 and	 colleges	 of	











9).	 They	 were	 exclusive	 and	 they	 accepted	 middle-class	 students	 rather	 than	






innovative	 and	 open”	 (ibid,	 p.	 9).	 The	 purpose	 of	 the	 “service	 tradition”	 was	
mainly	“teaching”	for	the	needs	of	“vocational,	professional	and	industrial	based	
education”	 which	 could	 not	 be	 provided	 by	 the	 universities	 (ibid,	 p.	 9).	 The	
colleges	in	the	“service	tradition”	had	a	responsibility	to	the	“social	needs”	and	to	








to	 “pursue	 knowledge	 for	 its	 own	 sake”,	 and	 “research”	 only	 meant	 to	 solve	
problems	for	some	external	companies	(ibid,	p.	10).	Opposite	to	the	autonomous	



































as	 inferior	 to	middle	 class.	 Teaching	 is	 inferior	 to	 research.	Higher	educational	
organisations’	 role	 for	 society	 and	 life	 is	 inferior	 to	 the	 role	 for	 advanced	
knowledge	 and	 economic	 profits.	 The	 long-time	 class	 tradition,	 the	 ignorance	
about	arts	and	culture,	and	the	disregard	for	design	and	products	in	everyday	life,	
led	by	the	government	and	authorities,	created	this	hierarchy	in	subjects’	division,	




colleges.	Universities	 in	China	are	divided	 into	 the	 top-level	universities:	 “985”	
universities	and	“211”	universities,	and	the	second-rate	universities:	“second	level	
universities”	 and	 the	 “third	 level	 universities”	 by	 league	 tables.	 Most	 of	 the	
universities	in	China	have	established	their	own	art	and	design	subject	disciplines	

























Based	 on	 my	 interview	
data	 on	 the	 sample	 art	
schools	in	the	universities	
in	 the	 UK	 and	 China,	 art	
and	 design	 schools	 are	
considered	 “at	 the	 shop	
front	 but	 never	 in	 an	




within	 society	 and	 higher	
educational	 system	 which	 I	 discussed	 in	 the	 last	 sub	 section.	 The	 attributed	
identity	 from	a	university	 level	 is	 that	art	schools	are	“not	 important	and	have	
decorative	 purposes	mainly”	 both	 in	 the	UK	 and	 China	 (Dan	 Su;	 Anying	 Chen;	
CN15;	Gan	Zhang;	Terence	Kavanagh;	David	Vaughan).	This	attributed	identity	of	
art	schools	does	not	match	what	art	people	believe	and	profess	the	art	schools	to	









and	 design	 school	 can	 provide	 to	 the	 university	 is	 the	 beautiful	 surface.	 Its	









cited	 his	 colleagues’	 words	 that,	 Academy	 of	 Arts	 and	 Design	 is	 like	 an	
“elaborately	decorated	vase”	 that	 is	only	 there	 for	 “decoration”	purposes.	 For	
example,	the	university	consistently	takes	government	assessors,	or	visitors	and	
educators	from	other	universities	to	look	around	the	art	school	for	its	exhibitions,	
















Pro	Vice	Chancellor	of	 the	university	 retired,	 the	 school	of	 art	 and	design	was	
“degraded”	(Gan	Zhang).	No	Pro	Vice	Chancellor	since	this	time	has	come	from	
the	art	school.	Gan	Zhang	thought	this	university	arrangement	indicated	that	in	



























thought	 “sometimes	 it	 feels	 like	 that	 the	art	 school	 is	not	 recognised	 to	be	as	
important	 as	 it	 should	 be”.	 The	 former	 Vice	 Chancellor	 of	 the	 university	 Ray	





the	 university’s	 national	 reputation	 is	 based	 on	 “biological	 sciences,	 law	 and	
humanities”.	Although	the	art	school	ranks	higher	than	the	university	in	league	













of	 Art	 chose	 to	 move	 into	 the	 university	 because	 of	 economic	 and	 academic	
reasons.	 In	 eliminating	 the	 snobbery	 between	 Russell	 groups	 universities	 and	
post-1992	universities,	the	art	school	in	Loughborough	University	has	its	problems	
as	well.	There	is	“a	lot	of	academic	snobbery	in	the	university”	and	the	art	school	
is	 still	 seeking	 the	 same	 status	 as	 other	 schools	 inside	 the	 university	 (Terence	








engineering	 perspective.	 As	 an	 engineering	 professor,	 Graham	 Cokerham	 in	
Sheffield	Hallam	University	admitted	that	although	he	knew	“the	world	would	be	




















culture	 into	 the	 university	 culture	 so	 that	 the	 university	 can	 provide	 a	 whole	
spectrum	 of	 higher	 educational	 provisions	 (Ray	 Cowell).	 What	 the	 university	
needs	most	is	not	a	different	and	a	special	art	and	design	organisational	culture	
and	identity	but	a	whole	and	blended	university	organisational	culture	and	sole	
university	 identity.	 This	 created	 general	 ignorance	 of	 other	 subjects’	























One	 of	 the	 reasons	 that	 art	 and	 design	 institutions	 as	 a	 whole	 are	 not	 well	













and	 their	 propaganda	 and	 how	 they	 can	 turn	 the	 tide	 about	 art	 and	 design	
education.	 Governments	 do	 not	 have	 a	 proper	 understanding	 about	 art	 and	
design	institutions.	Jill	Journeaux	thought	that	what	governments	do	for	art	and	
design	was	mostly	“economic”.	 In	addition,	they	do	 it	“quickly”	and	for	“short-
term”	 gain,	 because	 “they	 wish	 to	 see	 the	 results	 before	 they	 go	 out	 for	 re-






“student	 attractors”	 (Jian	 Hang).	 Although	 the	 function	 of	 creative	 industry	 is	
realised	and	art	and	design	was	used	to	promote	national	industry,	this	field	was	
not	 fully	 appreciated	 and	 recognised.	 In	 the	 UK,	 although	 art	 and	 design	 is	
“profoundly	successful”	(Carol	Jones)	and	some	Chinese	art	and	design	educators	
believed	the	situation	 in	 the	UK	would	be	much	better	 than	 it	 is	 in	China	 (Jian	







and	 to	deliver	 the	 information	about	art	and	design	 in	a	national	 level	 in	both	



































design.	 Take	 the	 art	 school	 in	 Tsinghua	 University	 for	 instance:	 the	 lack	 of	











only	 refers	 to	 “engineering	design”	 (Jian	Hang).	 They	 almost	have	no	 sense	of	
artistic	 design,	 not	 to	mention	art	 and	design	history	 and	 theory	or	 the	 cross-
disciplinary	possibility	 in	art	and	design	area.	Gan	Zhang	felt	very	disappointed	
about	 this.	He	said,	at	 the	climax	of	Chinese	culture	and	higher	education,	 the	
understanding	of	art	and	design	in	Tsinghua	University	is	even	“like	this”.	One	can	





are	 very	misunderstood	 (David	 Vaughan;	 Carol	 Jones;	 Jill	 Journeaux;	 Ian	 Pirie;	
Sandra	Harris).	Carol	Jones	claimed	that	art	and	design	is	still	not	fully	appreciated	
and	 understood	 for	 “the	 things	 that	 art	 and	 design	 really	 bring	 to	 life,	 and	 to	
commerce	 and	 culture”.	 For	 example,	 it	 is	 very	 difficult	 for	 outside	 people	 to	
understand	how	and	why	people	can	do	a	BA	degree	in	knitwear	because	knitwear	






















projected	 identity	 of	 the	 college.	 	 However,	 in	 Pirie’s	 opinion,	 although	 the	
Principal	of	the	university	“was	proud	of	having	the	art	college”	and	“understood	
the	 art	 school”,	 the	 rest	 of	 the	 university	 especially	 the	 marketing	 and	
communication	departments	“did	not	understand	the	significance	of	this	[visual	
identity]	 for	 the	art	 school”.	 So	 the	process	 to	build	 the	art	 school’s	projected	
identity	was	very	difficult.		
	
Ian	 Pirie	 also	 interpreted	 the	 lack	 of	 understanding	 in	 other	 universities	 as	







He	 gave	 examples	 of	 a	 university	 using	 a	 “simplistic	 financial	 measure”	 and	
causing	“untold	and	direct	impact	and	damage”	to	a	“really	successful	and	highly	
regarded	art	college”	“on	the	pedagogic	approach	of	how	an	art	school	needs	to	
function”.	 Some	 universities	 did	 not	 understand	 the	 discipline	 differences	
between,	for	example,	law,	humanities	and	art	and	design.	They	simply	used	“a	












The	art	 and	design	 schools	demand	 to	be	understood	and	 claim	 that	 they	are	
distinct	 from	other	 subjects	not	because	 they	desire	 to	be	different	 (Ian	Pirie;	
Sandra	Harris).	They	are	different	for	a	reason	that	has	been	discussed	earlier	in	




in	 Nottingham	 Trent	 University,	 thought	 “perhaps	 the	 art	 school	 felt	 it	 more	
strongly	 than	 some	 other	 schools”.	 In	 her	 opinion,	 although	 people	 from	
humanities	 also	 often	 felt	 that	 they	were	 not	well	 understood,	 the	 art	 school	
probably	had	a	stronger	feeling	because	of	its	“very	distinct	identity”	of	visual	and	
making	traditions	within	the	university.	As	long	as	the	senior	management	team	
understand	 varying	 subject	 cultures	 and	 support	 them	 in	 the	 way	 they	 need,	






































because	 of	 the	 art	 school’s	 top	 performance	 among	 humanities	 subjects	 in	








could	 make	 multidisciplinary	 collaborations	 with	 other	 schools.	 Anonymous	
participant	CN06	pointed	out	without	communication,	outsiders	or	insiders	of	art	
and	design	 in	the	university	would	never	know	the	experimental	psychology	 in	






visual	 arts	 in	 art	 and	design	 area.	Due	 to	 articulation	 and	 communication,	 the	
university	started	to	realise	some	art	and	design	methods,	design	thinking,	and	
creativity	 could	 apply	 to	 other	 subjects	 such	 as	 business	 or	management.	 The	
senior	management	team	of	Tsinghua	university	added	art	and	design	 into	the	








perception	 of	 art	 and	 design	 as	 his	 life’s	 work.	 In	 his	 opinion,	 the	 outside	
perception	(attributed	identity)	of	art	and	design	did	change.	Although	it	was	“not	
comfortable	and	not	easy”,	he	gradually	made	some	of	the	outsiders	understand	











saw	 Lewis’	 “approach	 of	 problem	 solving”	 as	 “entirely	 different	 from	 that	 of	
scientists	or	educationalists”.	They	“valued	Lewis’	 input”	because	as	an	art	and	
design	professional,	he	was	believed	to	view	problems	“always	from	left	field”,	or	














of	 the	 senior	management	 level	 in	 the	 university.	 According	 to	 Jill	 Journeaux,	
there	 was	 “a	 great	 sense	 of	 wanting	 to	 centralise”	 within	 the	 University	 of	
Coventry.	What	 the	 university’s	 leaders	 wish	 is	 that	 “everybody	 becomes	 the	
same	and	sits	within	the	same	bands	of	regulations	for	the	centre	of	the	university	
to	 control”.	 As	 the	 successive	 leaders	 of	 school	 of	 art	 and	 design	 in	 Coventry	
University	were	“very	able	to	articulate	the	needs	of	art	and	design”,	the	leaders	
of	the	university	allowed	the	 local	 interpretation	of	art	and	design	to	a	certain	








expensive	 (Ray	 Cowell).	 However,	 Cowell	 indicated,	 because	 art	 and	 design	





itself	 relevant	 in	 the	 21st	 century”	 (Ray	 Cowell).	 Although	 art	 and	 design	 is	














why	 art	 and	 design	 students	 made	 the	 whole	 working	 place	 “untidy”,	 and	






However,	 there	 is	 a	 key	 element	 that	 would	 jeopardise	 articulation	 and	
understanding	of	art	and	design,	not	only	in	the	educational	system,	but	also	in	



























had	 also	 sometimes	 been	 ignored.	 In	 Vaughan’s	 opinion,	 art	 and	 design	 used	
some	specific	methods	for	developing	students,	“encouraging	students	through	
personal	 projects	 rather	 than	 just	 knowing	 something”.	 	 These	 methods	 and	
processes	 in	arts	and	design	 in	general	“have	been	taught	 in	a	very	pioneering	









needs,	 the	 world	 of	 art	 and	 design	 has	 its	 own	 problems.	 Carol	 Jones	 was	
concerned	 that	 art	 and	design	people	were	 sometimes	not	 confident	 and	 less	





and	 started	 to	 realise	 and	 appreciate	 the	 function	 and	 significance	 of	 art	 and	








how	 they	 see	 their	 inside	 reality	 and	 outsider	 perception	 to	 certain	 degree.	
Although	the	attributed	identity	is	important	to	art	schools	and	could	reflect	the	
status	 and	 existence	 of	 them	 to	 some	 extent,	 the	 deep	 and	 central	 collective	
identity:	the	real	beliefs	and	values	of	the	art	schools	that	 insiders	believe	and	






identity	 to	demonstrate	 the	attributed	 identity	of	art	 schools.	 I	 first	 stated	the	
social	and	historical	background	of	the	relatively	low	social	status	of	art	schools.	
Due	to	the	“two	traditions”	in	the	UK	and	a	similar	preference	in	China,	art	and	
design	 subjects	 are	 seen	 as	 inferior	 to	 science	 and	 engineering	 subjects.	 My	
interview	 data	 indicated	 that	 main	 outside	 perception	 of	 art	 schools	 are	
just“decoration”	 and	 “embellishment”.	 I	 then	 provided	 a	 self-evident	 reason	








64),	design	was	an	embodiment	of	 the	 Industrialisation,	modernisation	and	 its	
cultural	consequences	such	as	the	Arts	and	Crafts	Movement.	This	means	design	






















perception	of	 it	 from	 top	 to	bottom.	The	 change	 can	only	be	made	 through	a	
bottom-up	approach	from	inside	of	the	university	and	college	system	and	then	
from	the	outside	of	the	system.	The	outside	perception	could	possibly	be	changed	







































preconditions	 they	 know:	 the	 traditional	 hierarchy,	 the	 ever-changing	
governmental	 attitude	and	policies,	 art	 and	design’s	 squeezed	position	 among	
different	subjects,	and	the	lack	of	understanding	from	the	outside	world.	
	
The	 projected	 identity	 is	 indeed	 significant,	 as	 it	 not	 only	 reflects	 the	 central	




































































in	 Western	 Romanticism	 and	 the	 Neo-Taoist	 philosophy	 in	 Chinese	 romantic	
traditions.	The	identity	theory	is	used	as	a	theoretical	framework	to	supportively	
analyse	the	“real”	reality	inside	of	the	art	schools.	Both	independent	and	merged	
art	 schools	 are	 examined	 by	 these	 varied	 aspects	 of	 identity	 to	 show	 their	
possibilities	 to	 be	 “real	 art	 schools”.	 To	 compare	 Western	 Romanticism	 and	










rebellious,	 creative	 and	 self-realised	 spirit.	 By	 making	 these	 comparisons,	 the	






Grove’s	 backgrounds,	 rejections,	 their	 behaviours,	 gatherings,	 their	 status	 as	


























mentioned	 the	 phrase	 of	 the	 real	 art	 school	 in	 our	 interviews.	 Although	 it	 is	
difficult	to	define	a	real	art	school,	sometimes,	a	real	art	school	can	“feel”	like	one.	
So,	this	section	will	unpick	the	intangible	“feeling”	of	the	real	art	school	both	in	
independent	 and	 merged	 art	 schools	 by	 relating	 them	 to	 the	 supportive	
theoretical	 framework	 of	 organisational	 literature:	 projected,	 manifested,	
professed,	and	experienced	identity	that	I	have	already	presented	in	the	previous	





















buildings,	 coherent	academic	 structures	and	 integrated	groups	of	 students	and	
staff.	 He	 distinguished	 the	 “feeling”	 of	 the	 real	 art	 school	 from	 the	 schools’	






















mentioned	 to	 some	 extent	 was	 a	 “nostalgic	 cultural	 memory”	 that	 existed	 in	
people’s	minds	(Simon	Lewis),	it	points	to	the	inside	reality	of	an	art	and	design	
school.	 The	 untidy	 place	 and	 the	 paint	 smell	 are	 still	 the	 phenomenon	 of	 the	
school’s	projected	 identity.	However,	 the	 “atmosphere”	which	 is	 “not	 serious”	
and	 is	 filled	with	 “humour”,	 “playful”	 and	 “experimental”	 ideas	 and	materials	
















when	 communication	 with	 outsiders	 is	 involved.	 Experienced	 identity	 is	 the	
school	members’	experiences	about	the	art	school.	It	is	what	the	school’s	insiders	
believe	to	be	central,	enduring	and	distinctive.	Manifested	identity	is	the	school’s	
historical	 identity.	 It	 is	 the	 school’s	 past	 that	made	 it	 the	way	 it	 is	 today.	 The	
mixture	of	these	three	aspects	of	identity	points	towards	a	central,	enduring	and	





The	 “atmosphere”	 that	 could	 be	 “felt	 like	 an	 art	 school”	 is	 a	 “bohemian”	
atmosphere.	 As	 Simon	 Lewis	 indicated,	 before	 art	 schools	 were	 merged	 into	
polytechnics	in	the	UK,	they	were	independent	and	had	a	“real	art	school	feeling”.	
People	could	smell	oil	paints	in	this	kind	of	“real	art	school”.	They	had	eccentric	
teachers	 and	 students	 and	 were	 very	 “avant-	 garde”	 and	 “bohemian”	 (Simon	
Lewis).	This	bohemian	atmosphere	has	even	 lasted	until	 today.	Not	only	 some	
remaining	 independent	 specialist	 art	 and	 design	 institutions	 such	 as	 Plymouth	
College	of	Art,	Norwich	University	of	Art,	 some	art	 schools	 in	multidisciplinary	









many	 facilities	 or	 resources.	 Since	 it	 was	 a	 poor	 area,	 it	 also	 created	 class	

























atmosphere.	 However,	 some	 participants,	 such	 as	 John	 Last,	 had	 a	 different	
opinion	and	believed	independent	specialist	art	schools	have	more	possibilities	to	
be	real	art	schools,	rather	than	art	schools	that	exist	inside	universities.	In	order	
to	 explore	whether	 the	 feeling	 of	 the	 real	 art	 school	 exists	 in	 independent	 or	
merged	 art	 schools,	 I	 will	 discuss	 the	 different	 characteristics	 and	 feelings	 in	






Degree	 shows	 in	 independent	 specialist	 art	 and	 design	 schools	 or	 universities	
might	 look	 “less	 professional”	 than	 the	 degree	 shows	 in	 multidisciplinary	










Degree	 shows	 in	 multidisciplinary	 universities	 such	 as	 Nottingham	 Trent	
University,	Manchester	Metropolitan	University	and	University	of	the	Arts	London	
are	“always	professional	looking”,	“polished”	and	“very	well	presented”	(Simon	


















different	 features.	 Insiders	 and	 outsiders	 cannot	 say	 that	 a	 specialist	 art	 and	
design	 institution	 is	 “a	 real	 art	 school”	 because	 it	 has	 an	 obvious	 art	 school	
atmosphere	and	character-bohemian	factors	but	an	art	school	in	the	university	is	
not	 because	 its	 bohemian	 atmosphere	 and	 art	 school	 culture	 is	 buried	 in	 a	








bourgeois	 sense.	 Bohemianism	 in	 art	 schools	 within	 universities	 mixes	 with	
bourgeoisie,	which	 is	 represented	 by	 the	mainstream	universities	 culture,	 and	








“feelings”	 about	 the	 “atmosphere”	 of	 the	 school.	 “Feeling”	 is	 immaterial:	 it	 is	
deep	in	art	and	design	people’s	thoughts	and	is	what	they	believe	what	the	school	
is.	 It	 is	 based	 on	 what	 art	 people	 experienced.	 	 So,	 “feeling”	 about	 the	
“atmosphere”	is	connected	to	experienced	identity.	In	addition,	the	feeling	of	the	
bohemian	atmosphere	also	existed	in	historical	art	schools,	which	makes	it	related	
to	manifested	 identity.	 How	 art	 and	 design	 people	 “feel”	will	 affect	 how	 they	
“show”	to	express	and	profess	themselves	in,	for	example,	the	degree	shows,	or	
in	the	general	“appearance”	and	“atmosphere”	of	the	school.	So,	“feeling”	is	also	
related	 to	projected	 identity	 and	professed	 identity.	 This	 “feeling”	 reflects	 the	
intangible	beliefs	and	values	in	the	identity	of	the	“real	art	school”.	It	is	quite	likely	
that	 independent	 art	 and	 design	 institutions	 and	 art	 and	 design	 schools	 in	
universities	share	the	same	feeling	as	well	as	the	same	values	and	beliefs.	This	
feeling,	atmosphere	and	identity	come	from	both	Western	and	Eastern	romantic	















In	 this	 section,	 I	 will	 use	 the	 emphasis	 in	 Simon	 Lewis’	 statements	 about	 the	
“bohemian”	 feeling	 in	 a	 “real	 art	 school”	 as	 a	 starting	 point	 to	 unpick	 the	
bohemian	mythology	and	the	analogue	of	it	in	China:	The	Neo-Taoism	philosophy	
as	a	central,	distinctive	and	enduring	character	in	art	schools	both	in	the	UK	and	












neo-bohemians	 (the	 “BoBos”).	 These	 neo-bohemians	 in	 British	 art	 schools	 not	
only	had	the	original	bohemian	spirit,	but	also	possessed	a	bourgeois	nature	that	
was	 represented	 by	 university’s	mainstream	 culture,	 the	middle	 class’	 culture	
capital,	 and	 art	 schools’	 self-imposed	 restriction.	 Besides	 these,	 I	 will	 also	
demonstrate	 a	 hybrid	 of	 dandyism	 and	 romanticism:	 aestheticism	 in	 this	












Bohemianism	 is	 a	 modern	 phenomenon	 and	 a	 “social	 embodiment	 of	
Romanticism	 (Campbell,	 2005,	 p.	 195)”,	 which	 first	 emerged	 in	 the	 early	 19th	
century	in	France,	in	the	aftermath	of	the	Revolution	and	thereafter	spreading	to	
all	 the	major	 cities	 in	 Europe	 and	North	 America.	 It	 shares	 the	modern	 social	
tendency	 to	 appraise	 pleasure	 above	 utility.	 Campbell	 (2005,	 p.	 195)	 defines	
Bohemianism	as	“an	unconventional	and	irregular	way	of	life,	voluntarily	chosen,	
and	 frequently	 involving	 artistic	 pursuits,	 of	 those	 Romantics	 who	 are	 self-
consciously	in	revolt	against	what	they	see	as	a	utilitarian	and	philistine	society,	









The	 bohemian	 ethic	 originated	 from	 the	 Gypsies’	 unconventional	 and	




were	always	 considered	outsiders	and	were	unwelcome.	 In	 the	1830s	and	 the	










According	 to	 Campbell	 (2005,	 p.	 195-197),	 the	 bohemians	 are	 always	














comforts	 of	 life,	 in	 terms	 of	 houses,	 furniture,	 furnishings,	 cars	 and	 expensive	
clothes,	to	allege	a	commitment	to	pleasure	(which	is	a	certain	kind	of	immaterial	
feeling)	“as	the	primary	means	of	self-expression”	(Campbell,	2005,	p.	197).	They	
will	 not	make	 a	 compromise	with	 the	bourgeois	 and	 the	modern	middle	 class	
society,	and	force	them	to	change	their	way	of	living	as	artists.		
	
Bohemians	 and	 bourgeois	 are	 always	 considered	 a	 pair	 of	 intimate	 opposites.	
Jerrold	Seigel	indicated,	“they	imply,	require,	and	attract	each	other”	(1999,	p.	5).	
The	 fact	 is	 that	 the	 bohemians	 are	 nearly	 always	 the	 sons	 and	 daughters	 of	
opulent,	middle-class	parents	and	they	choose	to	do	arts	rather	than	some	more	
conventional	career	that	their	parents	would	support	them	in,	like	engineers	or	
lawyers	 which	 are	 included	 in	 the	 mainstream	 culture.	 This	 decision	 cuts	
bohemians	off	from	their	parents’	support,	and	an	affluent	and	comfortable	life,	
and	 sometimes,	 the	 entire	middle	 class.	 In	 the	 Bohemians’	 eyes,	 indicated	 by	
Campbell,	 modern	 society	 and	 the	 bourgeoisie	 are	 “the	 ugliness,	 spiritual	













rejecting	 all	 of	 those	 rules,	 laws	 and	 conventions,	 questioning	 authorities,	






After	 bohemianism	 emerged	 in	 the	 19th	 century,	 it	 was	 easy	 to	 distinguish	
between	the	two	distinct	classes	of	bourgeois	and	bohemians	throughout	the	20th	
century.	Bourgeois	are	the	conformists	or	the	capitalists	who	“defended	tradition	
and	 middle-class	 morality”	 while	 the	 bohemians	 are	 the	 countercultural	 and	
artistic	 “free	 spirits”,	 such	 as	 the	 “hippies	 and	 the	 Beats”,	 who	 “flouted	
convention”	(Brooks,	2010,	Loc	66-70).	However,	from	the	end	of	the	20th	century,	






























creative	 professionals	 who	 “work	 in	 a	 wide	 range	 of	 knowledge-intenive	





















Moreover,	 this	 bohemian	 factor	 and	 the	 romantic	 ethic	 served	 to	 provide	
legitimation	for	the	modern	art	and	design	educational	orientation.	According	to	
Campbell	(2005,	p.	201;	1983,	p.	287),	romanticism	and	bohemianism	advocate	
self-expression	 and	 self-realisation	 to	 “introduce	 intrinsic	 hedonism	 into	 areas	
such	as	education	and	art”.	They	also	provide	philosophy	of	recreation	and	ethical	
support	 for	 consumption,	production	and	 the	basic	 taste	 for	novelty.	 Since	art	
schools	 and	 art	 and	 design	 education	 serve	 as	 training	 grounds	 for	 the	
combination	of	art,	pleasure,	novelty,	modern	fashion	patterns,	original	products,	
commerce	and	consumption,	bohemianism	and	romanticism	then	by	the	same	
token	also	provide	an	ethic	 that	 supports	and	 legitimates	 the	ethos	of	art	and	
design	schools	and	their	education.	This	also	works	for	art	schools	in	universities,	







way	 seem	 to	 be	 related	 to	 “bohemian	 culture”.	 Art	 and	 design	 schools	 in	
universities	to	some	extent	are	linked	to	the	“neo	bohemian	culture”,	which	is	a	
combination	 of	 bohemian	 ethic	 and	 bourgeois	 ethic.	 Even	 though,	 the	
independent	 institutions	are	also,	to	some	degree,	affected	by	the	mainstream	
culture	 and	work	 ethic	 in	 the	 universities.	 For	 this	 reason,	 there	 are	 no	 “pure	
bohemian	 factors”	 but	 “bourgeois	 bohemian	 factors”	 in	 the	 modern	 art	 and	




This	 bohemian	 mythology	 is	 not	 only	 buried	 in	 the	 university	 mainstream	
organisational	culture,	but	is	also	affected	by	cultural	capital.	Stated	by	Lamont	







cultural	 signal	used	 in	cultural	and	social	 selection.	 It	 is	an	“informal	academic	
standard,	a	class	attribute,	a	basis	for	social	selection	and	a	resource	for	power	
which	is	salient	as	an	indicator	and	a	basis	of	class	position.”	To	be	more	specific,	
according	 to	 the	 New	 Fontana	 Dictionary	 of	 Modern	 Thought	 (Bullock	 and	





interest	 in	 the	 arts,	 through	 foreign	 travel	 and	 study,	 and	 by	 the	 general	
















method.	 It	 tends	 to	 reject	 the	 restrictions	 from	 the	 system,	 the	 mainstream	
culture,	as	well	as	 the	self-imposed	 ideas	 that	art	people	possess58.	Therefore,	
























to	 Campbell	 (2005,	 p.	 167,	 p.	 198),	 dandies	 were	 well-educated	 middle	 class	
people	 who	 congregated	 in	 cliques	 and	 social	 circles	 and	 imitate	 aristocratic	
lifestyles	and	place	special	importance	upon	their	physical	appearances	and	the	
elegance	 of	 dress	 and	 gestures	 in	 the	 late	 18th	 and	 the	 early	 19th	 century	 in	
Britain	and	later	in	Europe.	To	some	extent,	they	resembled	bohemians	and	often	
had	 to	borrow	money	 to	maintain	 their	 leisured	 lives,	except	 that	 the	dandies	
depended	 their	 honour	 and	 reputation	 on	 their	 elegant	 appearances	 and	
impeccable	social	conducts,	whereas	the	bohemians	were	not	ashamed	of	being	















the	 logical	 incompatibility	 of	 art	 and	 utilitarianism	 was	 taken	 to	 the	 point	 of	
stripping	 the	 former	 of	 even	 its	 moral	 and	 spiritual	 functions”	 according	 to	
Campbell	 (2005,	 p.	 198).	 Campbell	 then	 cites	 Schucking’s	 explanations	 that	
aestheticism	divided	art	from	all	“influence	over	life	except	the	purely	aesthetic”.	
The	 original	 classical	 conception	 of	 art	 was	 to	 “please	 and	 instruct”,	 yet	











was	 the	 representative	 of	 the	 Southland	Drama	Association	 (<)	 (Wei,	
2008,	 p.	 139).	 Although	 it	 was	 mentioned	 by	 some	 scholars,	 the	 concept	 of	
bohemianism	was	buried	in	oblivion	basically	from	the	1950s	to	1980s.	From	the	
1980s,	based	on	the	nation’s	reform	and	open-up,	the	notions	of	Bohemianism,	
Bohemians,	 BoBos	 (Bohemia	 and	 Bourgeoisie)	 within	 other	 popular	 culture	
became	 prevalent	 in	 China.	 However,	 the	 perception	 and	 recognition	 of	
Bohemianism	 was	 comparatively	 superficial.	 Full	 understanding	 and	 academic	
research	on	it	did	not	occur	until	the	20th	century.		
	






























































schools	are	different	and	 this	 can	often	be	seen	 in	 student	population	 in	 their	
bearing,	their	dress	and	their	behaviour:	they	have	long	hair;	they	wear	bizarre	
and	fancy,	loose	and	dirty	clothes,	which	are	covered	in	oil	paints	and	charcoal	
































have	 become	 a	 global	 phenomenon	 and	 gradually	 have	 had	 homologous	
characteristics	and	culture.	In	fact,	the	beginning	of	modernisation	in	China	was	
first	 directly	 influenced	 by	 the	 impulse	 of	 the	Western	 world	 by	 force	 of	 the	
Opium	Wars	 in	 the	 19th	 century	 rather	 than	 the	more	 civilised	methods	 (See	
chapter	4,	pp.	74-122).	China	was	forced	to	catch	up	on	a	missed	lesson	called	




Even	 though,	 before	 China’s	 gate	 was	 forced	 open	 and	 modernism	 was	
introduced	 to	 the	 country	 in	 the	 middle	 of	 19th	 century,	 the	 country	 had	
something	similar	to	“modernisation”	far	earlier	in	the	Wei	Jin	South	and	North	

















modern	Chinese	art	 schools,	 the	 two	schools	of	Chinese	 traditional	philosophy	







of	 Bamboo	 Grove	 in	 Weijin	 Dynasties.	 The	 Taoism	 and	 Neo-Taoism	 will	 be	
introduced	to	give	the	philosophical	background	of	Seven	Sages	of	Bamboo	Grove.	
The	 relationship	 between	 Confucianism	 and	 Taoism,	 which	 resembles	 the	
relationship	 between	 Classicism	 and	 Romanticism,	 will	 also	 be	 discussed	 as	 a	
social	background	of	Weijin	Personages	and	Seven	Sages	of	Bamboo	Grove.	
	 	 	
The	 typical	 representative	 of	 Chinese	 romantic	 traditions,	 as	 mentioned	 in	


















which	 advocated	 individual	 uniqueness	 and	 self-expression	 and	 prompted	 the	
notion	of	conforming	to	nature	and	natural	principles.	One	of	the	main	collisions	
took	 place	 at	 the	 end	 of	 Han	 Dynasty	 and	 the	 whole	 Weijin,	 and	 South	 and	
Northern	Dynasties.		As	one	of	the	Chinese	aestheticians	Baihua	Zong	(1987,	p.	
126-141)	 states,	 Weijin	 Dynasty	 had	 the	 most	 disordered	 politics	 and	 most	
miserable	 society	 in	 Chinese	 history.	 Yet,	 this	 time	 period	 had	 tremendous	
freedom,	 wisdom	 and	 enthusiasm	 in	 people’s	 spiritual	 and	 aesthetic	 aspects.	
Guang	Sun	(2005,	p.	67-73)	explains	that	the	social	upheaval	roused	people’s	self-








This	 relationship	 between	 Confucianism	 and	 neo-Taoism	 is	 equivalent	 to	 the	











(1980,	 13-14)	 indicates	 that	 “Taoism	 and	 Romanticism	 are	 comparable…in	 its	
perceptual	 orientations	 to	 fluidity	 and	 change,	 and	 in	 its	 sense	 for	 generative	
chaos,	 Taoism	 is	 most	 similar	 to	 Romanticism.”	 Romanticism	 developed	
somewhat	 as	 a	 reaction	 against	 the	 ideals	 of	 Classicism,	 which	 had	 a	 strong	
influence	to	the	Enlightenment.	Despite	the	collisions,	both	thoughts	of	Classicism	
and	 Romanticism	 continued	 to	 influence	 Western	 art	 untill	 the	 21st	 century.	
Confucianism	 and	 Taoism	also,	 in	 certain	way,	 suppressed	 and	 complemented	






different	 philosophies,	 interests	 and	 behaviour	 modes	 in	 different	 factions.	
Fuguan	Xu	(1966,	p.	125)	classified	Weijin	Personages	into	three	groups:	Zhengshi	
Personages,	Bamboo	Grove	Personages	and	Zhongchao	Personages.		Most	of	the	




















phraseology”.	 The	 best	 thoughts	 at	 that	 time	 were	 usually	 considered	 to	 be	
Taoistic.	In	addition,	the	conversation	could	only	have	happened	between	such	









Personages	became	silent.	However,	 there	were	clues	 that	 the	Seven	Sages	of	
Bamboo	Grove	had	many	pure	conversations	together	in	this	period	according	to	
Xiujian	 Li	 (2008,	 p.	 115).	 Also,	 their	 phase	 of	 pure	 conversations	 had	 a	 strong	
influence	 on	 Chinese	 culture.	 They	were	 famous	 for	 drinking	 alcohol	 together	
when	 they	 were	 having	 the	 conversations.	 Their	 importance	 was	 that	 they	
brought	Zhuangzi	(another	legendary	Taoist	philosopher,	who	expanded	Laozi’s	
thoughts	 and	 affected	 Neo-Taoism	 tremendously)	 to	 their	 conversations.	
Zhuangzi’s	 philosophy	 influenced	 the	 Seven	 Sages	 of	 Bamboo	 Grove’s	





















the	harsh	 restriction	of	 the	 feudal	 rules	 and	 codes	 regarding	 society’s	 pecking	
order	 and	 even	 people’s	 dress.	 	 This	 totally	 different	 ethos	 and	 life	 style	 had	
countercultural	 and	 antisocial	 characteristics,	 and	 was	 a	 reflection	 of	 the	
Zhuangzi’s	 thoughts	 and	 Taoism.	 It	 had	 strong	 romantic	 and	 idealist	
characteristics.	
	
The	 other	 romantic	 factor	 within	 Weijin	 culture	 and	 the	 thoughts	 of	 Weijin	








































































































































class	 characterised	 by	 their	 ownership	 of	 capital	 and	 their	 related	 culture.	




























will	 be	 made	 later).	 Compared	 to	 the	 Western	 Romantic	 ethic,	 this	 is	 an	
introversive	 romantic	 attitude	 of	 Chinese	 philosophy.	 Also,	 hiding	 from	 the	
political	 life	 and	 the	 ruling	 class	 is	 another	 concept	 of	 Taoism,	which	 is	 called	
“withdrawing	from	society	and	living	in	seclusion”.	The	main	romantic	attitudes	
of	 Taoism	 in	Weijin	Dynasties	 are	 freedom	and	 seclusion,	which	 assign	 a	 high	
value	to	individuality,	but	not	pioneering	examples	to	the	whole	society.	
	
In	 terms	 of	 the	 next	 feature,	 they	 have	 different	 attitudes	 towards	 their	
appearances	 (7).	 The	 bohemians	 reject	 the	 comforts	 of	 life,	 which	 include	
expensive	 and	 decent	 clothes,	 while	 the	 common	 denominator	 between	 the	
Seven	 Sages	 of	 Bamboo	Grove,	 as	well	 as	 the	Weijin	 Personages,	 is	 that	 they	
appreciate	 the	 beauty	 of	 their	 appearances,	 their	 clothes.	 Their	 theory	 is	 that	
beautiful	 and	 decent	 appearances	 could	 reflect	 their	 beautiful	 minds	 and	
thoughts.	 This	 theory	 is	 influenced	 by	 the	 romantic	 cultures	 and	 ethic	 within	
Taoism	and	Neo-Taoism.	Also,	this	awareness	and	reflection	of	beauty	affects	the	
development	of	Chinese	art	and	Chinese	painting.	Although	the	Seven	Sages	of	
Bamboo	 Grove	 and	 the	 Bohemians	 have	 different	 attitudes	 towards	 their	
appearances,	this	aspect	of	appreciating	beauty	of	their	appearances,	clothes	and	




The	 lifestyle	 (8),	which	bohemians	had,	was	 that	 they	 live	 in	poverty,	but	 they	

















Sages	 and	 the	 Weijin	 Personages	 also	 had	 critical	 awareness	 and	 refused	
convention	and	society.	Although	they	revolt	against	 it,	they	do	not	abandon	a	
normal	 and	 stable	 life	 with	 natural	 happiness,	 pastoral	 happiness,	 family	
happiness	 and	 secluded	 happiness.	 Their	 solution	 covers	 two	 levels	 of	
philosophies	in	Chinese	tradition.	One	is	Taoism,	which	has	the	romantic	ethic	of	


























Chinese	 romantic	 tradition,	 sought	 harmony	 with	 nature.	 In	 the	 Eastern	
philosophy,	nature	is	something	to	protect	human	beings	and	something	to	live	
with	 (see	 comparison	 4).	 Although	 it	 cannot	 be	 seen	 clearly	 from	 the	
characteristics	of	the	bohemians,	the	Romanticism	has	a	strong	relation	to	ideas	
of	nature	and	to	being	“in”	nature.	The	Western	human	relationship	with	nature	
is	 the	 mastery	 over	 nature	 and	 the	 domination	 of	 nature.	 This	 accords	 with	
Kluckhohn	 and	 Strodtbeck's	 values	 orientation	 theory	 (1961).	 Kluckhohn	 and	
Strodtbeck	 found	 that	 there	 were	 three	 ways	 that	 humans	 relate	 to	 nature:	
harmony	with	 nature,	 subjugation	 to	 nature	 and	mastery	 over	 nature	 (Alfred,	
2009,	p.	100).	M.	V.	Alfred	in	Victor	C.	X.	Wang	and	Kathleen	P.	King’s	book	then	







and	 romantic	 traditions	 in	 terms	of	 the	differences	between	Romanticism	and	
Taoism	 are,	 first,	 apparently,	 they	 existed	 in	 different	 time	 periods,	 reflected	
outcomes	of	different	social	systems	and	also	were	restricted	by	their	own	social	





























Grove	 and	 the	 Taoists	 in	 China	 resemble	 Aesthetes	 in	 the	Western	 European	
countries	in	that	they	escaped	from	the	ugliness	of	the	real	world,	but	did	not	find	















manners	 of	 resistance.	 However,	 even	 though	 they	 have	 differences,	 these	
romantic	aspects	of	the	two	nations	still	have	some	similar	cultural	characteristics.	
The	 two	groups	of	people	 in	 the	UK	and	 the	Western	European	countries	and	
China	basically	were	from	wealthy	and	high	status	backgrounds.	They	both	aimed	
to	 realise	 their	 individuals’	 value	 and	 existence	 through	 gathering,	 expressing	
personal	ideas,	and	conducting	art	activities.	They	both	rejected	what	they	see	as	
a	 backwards,	 spiritual	 emptiness	 and	 ugliness	 of	 society	 by	 behaving	







might	 compromise	with	 the	 bourgeois	 society,	 cultural	 capital,	 and	 hence	 the	
university’s	 mainstream	 culture.	 However,	 it	 will	 not	 affect	 the	 creative	 and	
rebellious	spirit	it	contains.	A	real	art	school	in	China	is	a	hybrid	of	bohemian	spirit	

































first	 analysed	my	 interview	 data	 and	 emphasised	 the	 key	 theme	 of	 bohemian	
feeling	and	considered	it	as	the	 immaterial	belief	and	value	of	the	art	school.	 I	
then	elaborated	upon	the	bohemian	romantic	ethic	in	the	UK	and	China,	and	neo-
Taoism	 romantic	 philosophy	 as	 an	 analogue	 of	 bohemianism	 in	 China.	
Comparisons	were	made	between	the	two	to	see	the	similarities	and	differences	
between	the	UK	and	China’s	romantic	cultures,	which	art	schools’	deep	beliefs	are	




The	 five	 facets	 of	 identity	 could	 be	 classified	 into	 three	 groups.	 One	 is	 what	
insiders	believe	and	feel	the	school’s	identity	is	and	this	is	the	immaterial	beliefs	
and	values	of	the	school	and	the	“realness”	of	the	school.	Experienced	identity,	










insiders	profess,	 and	hence,	project	 the	art	 school	 to	outsiders	based	on	 their	
feeling	and	beliefs	of	the	deep	realness	and	the	central	ideas	of	the	school	affects	
how	the	outsiders	think	the	school	is.		Within	these	five	aspects	and	three	groups	
of	 identity,	 the	 core	beliefs	 and	deep	 values	 as	 the	 “real”	 identity	 is	 the	most	
important.			
	










art	 school”	 sense,	 as	 they	 have	more	 “bohemian	 feeling”	 in	 their	 culture	 and	
identity	than	that	of	art	schools	within	universities.	However,	most	of	the	art	and	
design	schools	both	in	the	UK	and	China	are	in	universities.	One	has	to	notice	and	





valid	 in	 the	 art	 and	 design	 schools	 in	 universities.	 That	means,	 although	 both	
independent	art	schools	and	schools	in	universities	are	affected	by	the	university	
mainstream	 culture,	 the	 core	 value	 of	 bohemian	 ethic	 still	 exists	 in	 both	
independent	schools	and	schools	inside	multidisciplinary	universities.	Bohemian	









This	 concept	 is	 easy	 to	 understand	 in	 a	 context	 of	Western	 European	 art	 and	
design	institutions.	However,	it	is	a	little	bit	complicated	in	the	Chinese	art	and	
design	institutions.	The	modern	model	of	art	and	design	institutions	in	China	was	
an	 outcome	 of	 modernisation	 at	 a	 different	 time	 and	 Western	 socio-cultural	
influences.	 	 The	core	beliefs	and	values	of	Western	art	and	design	 schools	are	
inevitably	 embedded	 in	 Chinese	 schools	 as	 well.	 The	 creative	 and	 rebellious	
bohemian	 spirit	 is	 at	 the	 deepest	 level	 of	 the	 Chinese	 art	 schools’	 identity.	
However,	 this	 bohemian	 spirit	 is	 both	 supported	 and	 suppressed	 by	 Chinese	
traditional	 romantic	 culture.	 On	 the	 one	 hand,	 Neo-Taoism,	 as	 one	 of	 China’	
romantic	 traditions,	 has	 homologous	 creative	 and	 rebellious	 spirit	 as	
bohemianism.	 On	 the	 other	 hand,	 the	 Neo-Taoism	 has	 its	 own	 limitations:	 it	































The	 idea	of	bohemian	ethic	 is	also	 important	 to	art	and	design	 faculties	 inside	











design	 institutions.	 The	 core	beliefs	 and	deep	values	 in	 the	 identity	of	 art	 and	
design	 schools	 is	 the	 inherent	 bohemian	 spirit.	 As	 long	 as	 an	 art	 and	 design	




the	 distorted	 images	 of	 them.	 This	 realness	 is	 an	 accumulation	 from	 all	 the	














































schools	 by	 comparing	 organisational	 culture	 and	 collective	 identity	 of	
independent	 and	merged	 art	 schools,	 as	well	 as	 cultural	 history	 in	 British	 and	
Chinese	 art	 and	 design	 higher	 education,	 and	 through	 exploring	 what	 people	
inside	and	outside	art	schools	think	about	these	schools.	The	two	comparisons	I	
made	 had	 the	 purposes	 of	 assessing	 the	 influence	 of	mergers	 on	 art	 schools’	
culture	 and	 identity,	 and	 to	 examine	 how	 cultural	 differences	 could	 affect	 art	
schools’	culture	and	identity.	The	findings	indicated	that,	first,	in	different	ways,	





art	 school	 ethos.	 In	 addition,	 art	 schools	 in	 both	 countries	 engaged	 with	 the	





















The	 thesis	 has	 two	 main	 claims.	 First,	 both	 independent	 art	 schools	 and	 art	
schools	in	universities	are	real	art	schools,	as	long	as	they	preserve,	experience,	
believe	and	profess	 the	deep	beliefs	 and	 core	 values	of	 the	Romantic	 ethic	of	
bohemianism.	Second,	this	idea	of	real	art	school	worked	both	in	the	UK	and	China	
because	of	the	comparison	I	made	in	terms	of	the	two	countries’	cultural	history.	








The	 thesis	 presents	 these	 ideas	 by	 demonstrating	 the	 concept	 of	 culture	 and	
identity	in	five	main	chapters.	Chapter	3	discussed	the	cultural	development	of	
terminology	and	relation	between	art,	craft	and	design	in	the	UK	and	China	from	
















the	 formation	 of	 their	modern	 forms.	 Their	 tangled	 relationship	 has	 informed	
today’s	 integrated	art,	craft,	and	design	higher	education.	The	degree	to	which	
the	changes	in	concepts	of	art,	craft	and	design	in	the	UK	and	China	have	been	
equivalent	 indicates	 that	 in	 the	 two	 countries’	 cultural	 history,	 the	






modern	 educational	 history	 in	 the	 UK	 provided	 a	 historical	 context	 for	 that	
enduring	and	distinctive	art	school	ethos	of	the	bohemian	ethic	that	is	rooted	in	
this	 history.	 This	 educational	 history	was	 influenced	by	 certain	 social	 changes.	
Although	the	society	has	changed,	the	bohemian	ethic	remains	an	enduring	part	
of	 art	 schools’	 organisational	 culture	 and	 identity.	 The	 history	 of	 Chinese	 arts	
higher	 education	 also	 informed	 its	 art	 school	 ethos,	 responding	 to	 Western	
cultural	 influences,	 while	 infusing	 it	 with	 Chinese	 traditional	 culture	 and	
philosophy.	This	pointed	to	deep	beliefs	and	core	values	in	Chinese	art	schools:	a	


















reputation	 either	 declined	 or	 was	 reinforced	 due	 to	 the	 reputation	 of	 the	
universities	 they	moved	 into.	As	 interview	data	 suggested,	universities	 such	as	
Tsinghua	University	and	Edinburgh	University	may	add	points	to	their	art	schools’	
reputation,	while	some	post	1992	universities	may	have	some	negative	influences	







support	 from	 the	 universities	 they	 moved	 into.	 Secondly,	 compared	 to	 the	
isolated	 environmental	 and	 academic	 status	 of	 independent	 art	 schools,	 art	
schools	in	universities	also	have	a	possibility	to	have	a	multidisciplinary	platform	
and	 vision,	 due	 to	 access	 to	 the	 bigger	 and	 broader	 social	 engagement	 and	
resources	 of	 different	 subject	 disciplines	 in	 the	 universities.	 Thirdly,	 the	
administration	in	independent	and	merged	art	schools	is	different	as	well.	Merged	
art	 schools	 tend	 to	 have	 structured	 administration	 that	 is	 mainly	 system-
orientated,	 while	 independent	 art	 schools	 have	 less	 structured	 management	
which	is	mainly	people-orientated.	This	leads	to	a	debate	between	freedom	and	
structure	 in	 the	 two	modes	 of	 art	 schools.	 It	 seems	 that	 the	 independent	 art	
schools	 have	 more	 freedom	 and	 the	 merged	 ones	 have	 less.	 However,	 my	

















art	mentality,	 its	 unconscious,	 taken-for-granted	 values	 and	 beliefs	 cannot	 be	
easily	changed.	Evidence	can	be	seen	from	the	interview	data.	For	example,	art	
schools,	such	as	the	School	of	Art	and	Design	in	Nottingham	Trent	University,	or	
the	 Academy	 of	 Arts	 and	 Design	 in	 Tsinghua	 University,	 which	 had	 a	 strong	
reputation	 before	 the	 mergers,	 still	 have	 a	 good	 reputation	 in	 the	 university	
environment. In	the	opinion	of	one	participant,	an	engineering	professor,	an	art	









culture,	discussed	 in	chapter	5,	worked	as	context	 for	art	schools’	 identity	and	
while	both	merged	and	independent	art	schools	shared	the	same	deep	beliefs	and	
core	 values,	 the	 merged	 art	 schools’	 expression	 of	 that	 culture	 was	 further	
explained	by	the	ideas	I	discussed	in	chapter	5.	Chapter	6	presented	outsiders’	
views	of	art	schools.	They	attribute	a	perception	to	art	schools	that	they	only	exist	
for	 unimportant	 “decorative”	 purposes,	 and	 are	 inferior	 to	 science	 and	
engineering	subjects.	Outsiders	do	not	understand	art	schools	or	only	perceive	
them	 at	 a	 superficial	 level.	 To	 change	 this	 attributed	 identity,	 art	 schools	 are	
required	 to	 project	 an	 identity	 that	 presented	 their	 real	 value,	 other	 than	
decoration	 and	 embellishment,	 and	 emphasised	 the	 other	 contributions	 art	



















the	 mainstream	 values	 that	 were	 represented	 by	 the	 university	 culture.	 This	
iconoclastic	Romantic	ethic	is	a	powerful	source	of	cultural	creativity.	As	discussed	
in	chapter	7,	Romanticism	and	bohemianism	are	 the	origin	and	 foundation	 for	
consumerism,	manufacturing,	and	the	basic	taste	for	novelty.	Art	schools	were	
the	 propellant	 for	 consumerism,	 manufacturing	 and	 their	 related	 economic	
activities.	In	a	mainstream	culture	that	values	science	and	engineering,	art	schools	









UK	 the	 first	 country	 to	 confirm	 Design	 and	 Technology	 exams	 by	 law	 to	 the	
secondary	education	and	enabled	design	to	achieve	parity	of	esteem	with	other	
























made	 by	 the	 Ministry	 of	 Education	 introduced	 a	 governmental	 decision	 that	
perhaps	would	affect	art	and	design	education	in	China.	Of	1200	higher	education	
universities	and	colleges,	half	of	them,	which	mainly	were	set	up	or	upgraded	to	
higher	 educational	 institutions	 from	 1999,	 would	 be	 transferred	 to	 vocational	
education	schools	or	applied	technical	schools.	Those	post	1999	universities	and	
colleges	 have	 no	 differences	 to	 the	 old	 universities	 in	 terms	 of	 educational	
structure,	subjects	and	courses	except	they	have	relatively	low	quality	education	
and	 produce	 more	 graduates	 than	 the	 work	 force	 needs.	 Among	 these	 600	
schools	 and	 universities,	 many	 have	 art	 and	 design	 departments	 or	 subject	
















and	employment.	So,	on	 the	one	hand,	art,	 crafts	and	design	education	 in	 the	
higher	education	sector	focuses	on	art	and	design	research,	experiment,	creativity	
and	dissemination.	On	the	other	hand,	folk	handicraft	and	traditional	special	type	
of	 handicraft	 in	 vocational	 and	 technical	 schools	 emphasise	 inheriting	 and	
carrying	 forward	 traditional	 crafts	 and	 educating	 crafts	 technicians	who	 could	












of	 digital	 technology,	 aerospace	 and	 bioscience.	 “Fusion”,	 which	 means	 “the	















took	 place	 in	 2012.	 The	 universities	 can	 charge	 students	 up	 to	 £9,000	 a	 year	
(Higher	Education	Funding	Council	for	England-HEFCE,	2013,	p.	2).	In	addition,	the	
government	stopped	paying	grants	for	tuition	fees	for	students.	Instead,	students	
have	 to	 pay	 their	 own	 education	 by	 applying	 for	 loans	 from	 the	 government.	
Perhaps	because	of	the	loan	system,	analysed	by	the	UCAS59,	in	2012-13,	creative	
arts	 and	 design	 acceptances	 dropped	 by	 8	 per	 cent	 compared	 to	 the	 STEM	
subjects	(Higher	Education	Funding	Council	for	England-HEFCE,	2013,	p.	29).		
In	China,	art	and	design	has	become	a	vital	concept	in	the	country’s	“11th	Five-
Year-Plan”	 and	 the	 “12th	 Five-Year-Plan”	 and	 a	 key	 driver	 for	 the	 country’s	
economic	 success.	Art	and	design	 subjects,	 consequently,	have	developed	 into	
the	second	largest	subject	discipline	in	China.	As	discussed	earlier	in	the	thesis,	
there	are	around	1900	universities	and	colleges	with	established	art	and	design	




as	 the	 Shanghai	 International	 College	 of	 Fashion	 and	 Innovation	 in	 Donghua	
University	 (Shanghai),	 and	 College	 of	 Design	 and	 Innovation,	 Tongji	 University	
(Shanghai).	 Chinese	 art	 and	 design	 education	 has	 the	 potential	 to	 be	
multidisciplinary	 and	 international.	 These	 changes	 are	 all	 under	 government	
guidelines.	
	
Governmental	 decisions	 for	 art	 and	 design	 come	 and	 go,	 mainly	 focusing	 on	
economic	 benefits.	 There	 is	 no	 doubt	 that	 art	 and	 design	 education	 and	 the	
culture	and	 identity	of	art	 schools	 that	art	people	profess	 should	adapt	 to	 the	
                                                








UK	 and	 China	 showed	 that	 their	 meanings	 and	 status	 were	 changing	 to	
accommodate	and	echo	certain	influences	of	different	socio-cultural,	economic,	












































than	 the	 art	 academics	 ever	 expected.	 Moreover,	 a	 novel	 aspect	 was	 to	 use	






only	 based	 on	 evaluations	 of	 art	 schools	 in	 two	 countries:	 UK	 and	 China.	 The	






First,	 other	 countries	 to	 which	 the	 rules	 of	 comparability	 of	 cross-national	
research	can	be	applied	could	be	 included	in	future	work.	Due	to	 influences	of	
modernisation	 and	 globalisation,	 which	 are	 dominated	 by	 Western	 European	
culture,	some	cultural	phenomena	are	globalised.	Art	schools	in	countries	such	as	










to	 continue	 with	 their	 romantic	 traditions	 and	 have	 real	 art	 schools	 in	 their	
countries.	However,	many	countries	have	their	own	particular	cultural	history	and	





I	 studied	 in	 the	 thesis	 applies	 to	 other	 contexts,	 not	 just	 art	 schools.	 These	
contexts	would	be	certain	forms	of	design,	ideas	about	design,	design	industries,	
or	 even	 some	 multidisciplinary	 areas	 that	 are	 related	 to	 design	 and	 art.	 The	
romantic	ethic	might	not	be	restricted	to	the	bohemian	ethic	or	the	Neo-Taoism	
romantic	 ethic.	 It	might	 apply	 to	 any	 romantic	 ethic	 that	 are	 present	 in	 other	
countries.	The	effect	of	 these	 romantic	ethics	on	 the	countries’	art	and	design	









areas,	 socio-cultural	 backgrounds,	 political	 and	 economic	 districts	 might	 be	
chosen	 as	 samples.	 Questionnaires	 and	 interviews	 to	 students	 could	 be	
conducted.	 The	 hypothesis	 would	 be	 that	 a	 certain	 type	 of	 art	 school	 would	



























































































































































































































































































































































































































































































































































and	 Design,	 Nottingham	 Trent	 University	 on	 the	 1st	 of	 October	 2012.	 The	
interview	 lasted	 for	 70	 minutes.	 My	 second	 supervisor	 Ms.	 Carol	 Jones	
recommended	 him,	 as	 Prof.	 Terry	 Shave	 had	 both	 work	 experience	 in	 the	
polytechnic	 and	 later	 Nottingham	 Trent	 University.	 He	 was	 from	 a	 fine	 art	




































interview	 lasted	 for	 an	 hour.	 He	 is	 an	 expert	 especially	 in	 the	 mergers	 of	
polytechnics	and	art	schools	as	he	was	a	student	in	Nottingham	from	1969-1972,	
when	 the	 regional	 technical	 college	 and	 the	 art	 college	 joined	 to	 form	 Trent	
Polytechnic.	 He	 has	 researched	 this	 subject,	 and	 written	many	 papers	 on	 the	


















Prof.	 Jill	 Journeaux	 (UK06)	 is	 the	Dean	of	School	of	Art	and	Design	 in	Coventry	
University.	 She	 is	Prof.	 Simon	Lewis’	wife	and	was	 introduced	by	Prof.	 Lewis.	 I	
went	to	her	office	in	Coventry	to	interview	her	on	19th	July	2013	and	we	had	a	2-






















outside	 perception	 in	 terms	 of	 the	 government	 and	 universities	 not	








Prof.	 Ray	 Cowell	 C.B.E.,	 D.L.	(UK09)	 retired	 as	 the	 first	 Vice	 Chancellor	 of	
Nottingham	Trent	University.	He	was	appointed	in	1992	when	Nottingham	Trent	







Prof.	 Graham	 Cokerham	 (UK10)	 is	 a	 retired	 Head	 of	 Engineering,	 Design	 and	
Technology	in	Sheffield	Hallam	University.	My	Director	of	Studies	Prof.	Tom	Fisher	
recommended	him	as	a	participant	who	was	from	a	non-art	and	design	area.	Prof.	
Cokerham	worked	 closely	with	 design	 students	 in	 Sheffield	 Institute	 of	Arts	 in	
Sheffield	 Hallam	 University.	 We	 met	 at	 his	 office	 in	 School	 of	 Engineering,	






her.	She	 is	now	retired	 from	the	university.	We	met	 in	her	office	 in	Bonington	
Building	 on	 22nd	 October	 2013	 for	 an	 hour.	 She	 also	 brought	 up	 the	 idea	 of	
hierarchy	 between	 art	 and	 design	 as	well	 as	 hierarchy	 between	 Russell	 group	
universities	 and	 the	 post	 1992	 universities,	 which	worked	 as	 evidence	 for	my	
theme	“status	and	hierarchy”.		
	
Prof.	 John	Last	 (UK12)	 is	 the	Vice	Chancellor	of	Norwich	University	of	the	Arts.	
Prof.	Simon	Lewis	and	my	third	supervisor	Prof.	Sally	Wade	suggested	I	contact	
him,	as	he	could	be	a	representative	from	independent	specialist	art	and	design	














































recorded	 in	 detail	 and	 has	 not	 yet	 been	 studied,	 the	 interview	 with	 him	
complemented	the	history	of	the	merger	of	Central	Academy	of	Arts	and	Crafts	



















about	 the	 constraints	 from	 inside	 of	 the	 art	 school	 informed	my	 theme	 “self-
imposed	restrictions”.	
	





































reality	 of	 the	 merger	 between	 the	 Central	 Academy	 of	 Arts	 and	 Crafts	 and	
Tsinghua	University	 from	an	outside	view.	He	mentioned	a	 cultural	 collision	 in	










University.	He	 is	 a	professor	 and	a	practical	 designer	 in	Visual	Communication	
Design.	I	had	a	2-hour	conversation	with	him	on	the	1st	April	2013	at	his	office	in	
Academy	of	Arts	 and	Design	 in	 Tsinghua	University.	He	 felt	 positive	 about	 the	
merger	 between	 the	 art	 school	 and	 Tsinghua	 University	 and	 believed	 a	




























director	 of	Department	 of	 Information	Design	 in	Academy	of	Arts	 and	Design,	
Tsinghua	 University.	 I	 interviewed	 him	 on	 the	 10th	 April	 2013	 in	 Tsinghua	
University.	The	interview	lasted	for	1	and	a	half	hours.	He	thought	that	the	merger	
between	Academy	of	Arts	and	Crafts	and	Tsinghua	University	was	reasonable	and,	





















supported	my	discussion	 in	 the	 thesis	about	 the	cultural	 gestalt	 that	a	merger	
should	create	something	new	but	not	cause	a	dilution	of	culture.	
	







Planning	 Department	 of	 the	 Academy.	 He	 studied	 photography	 in	 the	 former	
Central	Academy	of	Arts	and	Crafts	before	it	merged	into	Tsinghua	University.	I	
met	him	on	the	17th	April	2013	in	the	Central	Academy	of	Fine	Arts	and	we	had	
talked	 for	 an	 hour	 and	 a	 half.	 As	 a	 insider	 who	 had	 experiences	 in	 both	









some	 historical	 truths	 about	 the	 merger.	 He	 pointed	 out	 that	 the	 outside	
perception	of	the	art	school	in	the	university	was	a	“decorative	vase”.	
	
CN16	 is	 an	 anonymous	 interviewee	 from	non-art	 and	 design	 area	 of	 Tsinghua	
University.	He	is	an	administrative	staff	member	who	was	involved	in	managing	
the	 merger	 between	 Central	 Academy	 of	 Arts	 and	 Crafts	 and	 Tsinghua.	 The	
interview	was	about	an	hour	and	we	met	on	the	26th	April	2013.	His	view	was	from	
the	university	management	level	and	focused	on	a	multidisciplinary	environment	











































































































































































































































































































































































































































































































































































































































































































































































































































some	 specialist	 colleges.	 So	 I	 worked	 at	 Wimbledon,	 Farnham	 when	 it	 was	
specialist,	Maidstone	and	then	in	some	specialist	colleges	in	Southern	Ireland	as	
well.	But	mainly	worked	subsequent	to	that	in	what	became	universities	but	were	





















make	 my	 mark.	 Also	 I	 was	 confident	 about	 how	 fine	 art	 could	 exist	 in	 any	









don’t	 think	 that	 that	was	 a	 good	place	 for	 fine	 art.	 It	was	 separated	out	 from	
design,	which	grew	into	an	ever-bigger	faculty	and	design	at	de	Montfort	grew	






























However,	 there	 was	 a	 big	 push	 on	 expansion	 in	 the	 ‘90s	 because	 the	 ex-






































were	 concerned	 about	 issues	 around	 vocationalism	 and	 purpose	 for	 art	 and	
design	and	felt	that	we	had	been	very	strong	parts	of	the	polytechnics	and	we	had	
the	 oldest	 heritage	 in	 the	 polytechnic	 institutions	 that	 came	 together,	 a	
polytechnic	formation	and	schools	like	this	go	back	about	150	years	and	have	clear	
purpose	in	supporting	and	developing	economic	needs	around	industry.	So	I	think	
there	 were	 questions	 around	 that	 but	 the	 consensus	 was;	 “Well,	 it’s	 an	
opportunity.	Let’s	go	in	and	see	how	it	comes	through”.	
	





























they	 are	 incorporated	 into	 the	university.	 But	 they	had	 the	 same	 campus,	 the	
same	staff,	maybe	a	different	title.	It	took	a	long	time	for	the	psychological	change	
to	 come	 through	 and	 those	 people	 who	 remained	 in	 post	 who	 had	 seen	
institutions	through	from	director	to	vice-chancellor	still	had	the	same	mind	set	
of	being	attached	to	the	local	council,	to	issues	around	terms	and	conditions	for	










was	12	years	after	 incorporation	 the	post	went	 to	Madeline	Atkins	who	had	a	
completely	 old	 university	 experience	 so	 she’d	 been	 a	 pro	 vice-chancellor	 at	






































provision	 as	 it	 is	 now.	 It	was	 specialist	 and	 seen	 as	 different.	 There	were	 the	
student	riots	and	staff	and	students	were	very	political	at	the	time	so	it	might	have	
been	seen	as	a	difficult	thing	to	handle	rather	than	a	blessing.	That	actually	given	































were	 constructed	 there	were	many	voices	and	 some	of	 them	 in	Coventry,	but	
some	 at	 Middlesex	 and	 at	 other	 places.	 There	 were	 sit-ins,	 there	 were	






















shaken	up,	excluding	the	top	15	or	so.	So	 I	 think	there	are	great	differences	 in	
terms	of	the	stories,	the	narratives	around	success	that	now	we	ex-polytechnics	
can	tally	and	compete	with	the	older	universities,	on	different	grounds.	Metrics	










a	 short-term	 impact	 and	 are	 short	 sighted,	 they	 have	 enabled	 competition	 to	
occur	and	have	broken	down	the	internal	binary	divide	within	all	universities.	So	
in	1992	we	all	became	universities	but	we	were	at	 the	bottom	and	you	know,	





[interviewee]	 Yeah,	more	 than	 20	 years	 really	 to	 happen	 a	 long	 time	 because	
people	have	had	to	learn	how	to	play	the	games	around	metrics	and	evaluation,	
they	had	 to	be	confident	and	you	had	 to	have	 leaders	 in	vice-chancellors	who	
believe	 they	 can	 really	 up	 their	 game	 and	 that	 has	 happened.	 I	 think	 senior	
management	jobs	have	become	less	comfortable	and	less	pure	as	well.	So	those	
people	holding	 them	have	had	 to	 take	more	 risk	 therefore	demonstrate	more	
courage	if	you’re	going	to	succeed.	You	can	see	that	many	aren’t	because	some	
are	falling	to	the	bottom	of	the	list.	The	other	thing	that’s	interesting	is	that	for	
art	 and	design	 (which	are)	at	 the	bottom	of	 the	 list	 are	 some	of	 the	 specialist	
providers;	URL	(University	Art	London?)	are	right	at	the	bottom	with	the	NSS	but	
with	 high	 research,	 the	 University	 of	 the	 creative	 arts	 is	 low,	 Norwich	




















































had	 so	 fashion,	 illustration,	photography	 specialist	 degrees	 and	 interior	design	
and	I	moved	us	back	to	a	course	based,	um	when	the	university	was	moving	that	
way	I	was	supported	by	the	vice-chancellor	and	quickly	seized	the	opportunity	to	
move	back	 to	 a	 course	based	provision	with	 course	 teams	 responsible	 for	 the	








the	 type	 of	 teaching	 and	 learning	 that’s	 going	 on,	 so	 yes,	 they	might	 get	 the	
numbers	in	but	results	will	not	be	great	in	the	longer	term.		So	I	think	that	I	was	
































































but	 I	 had	 at	my	 finger	 tips	 the	 arguments	 that	 I	 needed	 to	make	 around	 our	
economic	contribution	as	disciplines	and	it’s	not	so	difficult	here	because	we	have	









[interviewee]	 Yes,	 when	 you’re	 the	 dean	 you’re	 the	 senior	 academic	 for	 the	
disciplines	 you	 take	 care	of	 and	 you	 are	 expected	 to	 represent	 them,	manage	
them,	 understand	where	 they	might	 be	 going	 in	 the	 future	 and	what	 kind	 of	
strategy	you	need	to	enhance	them.	The	vice-chancellor	saw	the	dean’s	role	here	







































with	 engineering	 with	 direct	 links	 with	 working	 in	 industry	 and	 working	 with	
industry	that	over	lap	in	to	that	direction	as	well.	So	I	think	that	they,	any	more	
than	I	could	fully	understand	what	happened	in	health	or	engineering,	but	I	think	














[interviewee]	Yes	there	 is	and	I	think	 it	come	down	in	 institutions	 like	this	to	a	










[YY]	 Can	 I	 assume	 that	 rather	 than	 the	 university	 restricts	 the	 freedom	 or	
creativity	 in	 the	 school	 of	 art	 and	 design	 you	 bring	 creativity	 to	 the	 whole	
university?	
	






















































	 ‘Well	you’re	 just	 running	a	cottage	 industry,	 Jill.	 It’s	good	but	 it’s	 just	a	
cottage	industry.’	
	








[interviewee]	 Oh	 yes	 I	 think	 there	 are	 still	misunderstandings	 because	 people	
have	all	sorts	of	views	about	disciplines	and	because	art	and	design	wasn’t	in	the	
old	universities	except	a	little	bit	of	fine	art	at	Oxford,	a	little	bit	at	Newcastle	and	







energy,	 visibility	and	 innovation.	That’s	everything	 from	what	our	new	 fashion	
course	has	done	around	health	and	safety	workwear	to	all	the	work	we’ve	done	








mode.	 I	 would	 like	 to	 think	 that	 although	 the	 institutions	 build	 carefully,	
strategically	and	works	completely	rationally	that	the	way	of	being	creative	that	





[interviewee]	 I	 think	 it	 can	 have	 an	 impact.	 We’ve	 got	 things	 here	 like	 the	
Lanchester	Gallery,	which	was	inside	the	school	for	many,	many	years	but	is	now	
a	 separate	 gallery	 just	 across	 the	 road.	 That	 being	 public	 has	 been	 very,	 very	
different,	 public	 facing	 and	 on	 the	 street.	 We’ve	 got	 all	 sorts	 of	 activities	 on	
performing	arts;	theatre,	dance,	constant	events	with	the	public.	So	the	local	and	
regional	 public	 are	 very	 involved	 through	 the	 activities	 that	 we	 offer.	 Their	
involvement	in	the	university	is	often	through	the	school	of	art	and	design.	They	







they	 have	 the	 botanical	 gardens,	 although	 they	 don’t	 have	 an	 art	 course	 or	
anything	but	they	have	all	that	engages	the	public	and	their	public	profile	can	be	
sensed	through	that.	We	do	a	lot	of	that	and	as	we	have	increased	our	research	
and	 have	managed	 to	 get	 bigger	 sums	 of	money	 in	 for	 research	 projects,	 big	














gives	 a	 different	 personality	 to	 the	 university	 or	 changes	 the	 university’s	
characteristics?	
	
[interviewee]	 I	 think	 it	 can	when	 it’s	 flourishing	but	 at	 other	 times	 I	 think	 the	
faculty	of	art	and	design	need	 to	 just	 tuck	under	and	be	safe.	 I	 think	when	an	















































into	 courses,	 but	 we’re	 allowed	 for	 third	 years	 art	 students	 just	 one	module.		
That’s	at	 the	edge	of	 the	regulations	but	were	allowed	to	work	up	against	 the	
edge	 of	 it	 and	 they	 were	 really	 written	 with	 us	 in	 mind	 so	 when	 they	 were	
formulating	 the	 central	 regulations	 they	were,	 the	 people	who	were	working,	
leading	from	other	disciplines	were	aware	of	our	feed-ins	and	our	needs	and	we	












workshops,	 the	 needs	 for	 communities	 of	 practitioners	 to	meet	 in	 spaces,	 for	



























[interviewee]	 Yeah	 just	 the	 building,	 there	 were	 buildings	 but	 there	 was	 a	

































































and	 it	needs	to	move	up	probably.	 I	 think	 I	personally,	 its	my	personal	opinion	




now	 with	 the	 loans	 system	 because	 the	 government	 has	 to	 back	 the	 loans	


















issues,	 research,	 employment,	 course	 size,	 staffing,	 resources,	 they’re	 just	 the	










































[interviewee]	 It	was	part	of	conservative	policy	and	 in	1991	 it	came	to	be.	We	
talked	about	it	in	staff	rooms	but	you	know…	it	wasn’t	as	big	a	thing	as	some	of	










polytechnic	 we	 had	 awarding	 powers	 and	 we	 were	 able	 to	 award	 research	











think	 it	 was	 some	 people	 felt	 one	 way	 and	 others	 felt	 another.	 You	 know,	

























































own	work	and	 their	own	practise	 so	 there	was	 still	 a	hang	over	 from	an	 Italia	
experience,	where	you	learnt	with	particular	people.	The	curriculum…	I	had	a	very	






prepared	 you	 for	working	 on	 your	 own	 later	 on	 and	 a	 very	 strong	 art	 history	
components	and	those	things	were	managed	carefully	and	tailored	to	personal	













did	 as	 an	 artist	 to	 teach.	 I	 have	 no	 teaching	 qualification	 and	 I	 have	 no	
postgraduate	 qualification	 but	 I	 did	 a	 postgraduate	 course	 at	 Saint	Martins,	 it	
wasn’t	a	MA	but	what	it	did	for	me	was	open	a	network	of	people	and	the	network	
was	more	important.	So	it	was	the	network	that	was	important	as	a	young	artist	

















I’m	 not	 100%	 sure	 if	 you’re	 just	 looking	 at	 educating	 artists	 as	 apposed	 to	




before	 polytechnics)	 were	 real	 art	 schools,	 practitioner	 lead,	 and	 practitioner	






in	 a	 university	 or	 outside	 is	 basic	 commitment	 to	 practise,	 respect	 for	 it	 and	






things	 are	 measured	 about	 excellence	 are	 often	 through	 research	 and	 the	
practises	is	difficult	to	frame	up	as	research	per	say	and	then	the	pressure	around	







































getting	 together	 a	 set	 of	 people	 who	 really	 believe	 in	 and	 understand	 their	
disciplines	 and	 who	 are	 actually	 experts	 in	 their	 fields	 but	 really,	 really	 are	










maybe	 just	a	bit	younger	who	went	 to	 the	grammar	school	system	then	when	
they’re	in	positions	of	seniority	have	that	sort	of	passion	and	that	belief	and	of	








































art	 and	 design,	 you	 know,	 that’s	 it	 real	 sort	 of	 strength	 but	 economics,	 social	
change,	through	the	artefacts	that	we	live	and	work	with	and	use	and	the	artefacts	
that	we	see	as	cultural	and	how	we	then	represent	ourselves	to	ourselves	through	






























have	 a	 very	 thin	 curriculum	 but	 you	 get	 the	 resourcing	 base	 and	 you’re	 with	
maybe	45	other	students	who	are	similar	in	that	institution	for	3	years.		
	
Then	you	go	out	 into	an	 industry	 that	 isn’t	 an	 industry,	 that	has	no	 license	 to	















































could	 employ	 people	with	 different	 conditions,	 you	 can	 take	 loads	 out	 as	 the	
building’s	needs,	etc.	Rather	the	institution	being	the	university	then	the	faculty	
becomes	the	financial	base	institution,	which	would	take	you	back	to	an	epilated...	






















I	don’t	 think	 it	will	 stay	as	 it	 is,	 it	won’t	work.	 It	won’t	 just	 sit	 as	 it	 is	because	
everything’s	evolved	and	changed	as	we’ve	moved	along	so	I	think	with	increased	





budget	 then	 it’s	 probably	 bigger	 than	 several	 small	 companies	 around	 in	 the	
region.	 It’s	a	big,	substantial	amount	of	 income	that	you	can	have	 if	you	run	a	
faculty.	You	could	then	choose	if	you	want	to	buy	in	the	facilities	for	the	university	
or	not	 so	 if	 you	were	 running	art	and	design	as	a	 freestanding	business	entity	
institution	and	you	thought	you	didn’t	want	the	sports	centre	facilities	then	you	




































































[interviewee]	 Size,	 numbers,	 increased	 student	 numbers,	 full	 stop.	 (Laughs)	
increased	student	numbers,	I	mean,	from	like,	I	haven’t	got	the	numbers	at	my	
fingertips	 from	 the	 ‘80s	 but	 say	 when	 I	 graduated	 there	 were	 5,000	 fine	 art	
students	a	year,	say	early	 ‘80s	5,000	a	year	 fine	art	students	but	graduating	 in	
total	 of	 them	 probably	 34	 institutions	 now	 we’ve	 got	 fine	 art	 in	 over	 a	 146	



















[interviewee]	Yeah,	a	 lot	yeah.	Now	not	all	of	 those	are	 interview	because	we	




















the	 late	 ‘70s,	 early	 ‘80s	 and	 now	 its	 50%	 and	 you	 know,	 that	 and	 all	 its	































there,	um,	and	you	still	 get	 those	 really	good	driven	students,	very	purposeful	
students	but	you	get	a	lot	of	students	who	are	not	so	purposeful		
	
[YY]	 In	 china,	 its	 like,	 the	 students	who	 don’t	 have	 a	 very	 high	mark	 on	 their	























that	 purposelessness.	 I	 go	 along	 with	 ‘everybody	 can	 benefit	 from	 HE	 and	
everybody	 benefits	 from	 being	 better	 educated’	 but	 only	 to	 a	 certain	 extent	













































at	Manchester	Met	 I	would	 think	 in	 the	next	 five	 years.	 There	was	expansion,	






















































also	 have	 to	 learn	 getting	 those	 creative	 projects	 out	 into	 the	 industry,	 about	








nobody	wants	 it	so	 its	very	 incremental,	 slow	change	so	they	don’t	drive,	 they	





































Royce	 or	 BMW,	 um,	 and	 they	 have	 to	 understand	 the	 culture	 and	 the	 brand	
offering	 of	 that	 particular	 place	 and	 work	 within	 it	 so	 with	 the	 projects,	 live	


































[interviewee]	We	do	 all	 sort	 of	 collaborations	 from	hard	 end	 stuff	 about,	 um,	
working	with	 Jaguar	 Land	 rover	 to	develop	 their,	not	 their	 car	offering,	all	 the	
accessories,	there’s	word	for	it,	umbrellas,	clothing,	I	can’t	think	of	the	exact,	all	
the	things	people	might	buy	if	they’re,	you	know,	a	Jaguar	aficionado.	That	kind	































[interviewee]	 I	 thought	 the	 university	 of	 East	 Anglia	 but	 I	 don’t,	 but	 I	 think	
Norwich	has	its	own	awarding	powers	now,	it’s	the	difference	between	specialist	








































[interviewee]	Yeah	they’re	 funded,	um,	by	(M-sures?	 Insurers?	1:49:50)	 I	don’t	















[interviewee]	 No,	 the	 government	 doesn’t	 (laughs).	 Noooooooo,	 because	
education	has	been	incorporated,	it	was	released	from	that	centralised	control,	













































increase	 in	 institutions	 like	 this	 the	 income	 and	 the	 range	 and	 remit	 of	 the	
research	 work	 we	 do,	 so	 teaching	 has	 been	 capped	 and	 numbers	 have	 been	
controlled	by	the	government	and	further	control	and	I	think	they	will	be	reduced	
so	this	institution	has	lost	students	numbers	as	the	government	caps	have	worked	
their	way	 through	because	 the	 government	 is	 attempting	 to	 keep	 the	 student	
numbers	down	and	down	and	down	because		they	can’t	afford	all	these	people	





do	 which	 is	 the	 full	 spectrum	 of	 applied	 research,	 consultancy,	 continuing	
professional	 development,	 um,	 err,	 and	 that’s	 for	 businesses.	 So	 providing	 all	
their	own	services	and	training	for	 instance	for	a	utility	company	those	kind	of	
























have	 to	 manoeuvre	 it	 nut	 what	 I’m	 describing	 is	 part	 of	 that	 process,	 that	
institutions	are	having	to	earn	more	and	more	money	to	keep	their	facilities,	not	





































































































































































consensus	 with	 several	 other	 disciplines	 and	 normally	 there’s	 an	 alignment,	





[interviewee]	 (Pauses)	 maybe	 (they	 have	 more	 freedom	 than	 the	 merged	 art	




what	they	can’t	do	 is	um,	work	with	other	disciplines,	 in	the	emergent	fields.	 I	
mean	the	fields	within	art	and	design	don’t	stay	static	or	within	education	and	
knowledge	they’re	emergent	aren’t	they?	And	they	alter	and	shift	I	think	a	multi	


















[interviewee]	 Well	 many	 of	 them	 haven’t	 wanted	 to	 maintain	 independence	




















[YY]	 So	 what	 are	 the	 advantages	 of	 art	 and	 design	 schools	 in	 universities	
compared	to	the	specialist	art	schools?	Maybe	the	answer	is	obvious?	
	
[interviewee]	 Yeah,	 the	 answer’s	 obvious.	 The	 answer’s	 in	 that	 questions;	 the	
advantages	are	that	you’re	side	by	side	with	other	disciplines	and	you	can	create,	































one	of	the	big	challenges	 is	rapidly	evolving	um,	digital	 technologies	 is	to	keep	
your	curricula	up	to	speed	and	also	be	able	to	afford	the	equipment	that	is	at	the	
cutting	edge	of	what	happening	and	the	skills,	and	finding	people	skilled	enough	





























to	thread	the	machine,	 (pffft)	multi-head.	 It’s	 the	programming	to	operate	the	
machine	at	anything	beyond	the	basic	threshold	level	so	always	there’s	new	sets	
of	programming	and	you	know,	 the,	 the	packaging	of	 the	 information	 through	
files	 and	 things	 that	 you	 put	 through	 the	 machine	 and	 that’s	 what’s	 so	 time	
consuming.	 In	 animation	 our	 staff	 keep	 on	 top	 of	 it	 the	whole	 time	 but	 then	
they’re	 not	 doing	 other	 things,	 they’re,	 you	 know,	 they	 themselves,	 those	 3	












I	 think	 another	 key	 issue	 within	 art	 and	 design	 is	 leadership	 and	 succession	
planning;	people	are	not	coming	through	wanting	to	take	big	jobs	on,	they	just	
don’t	want	to	move	from	being	a	senior	lecturer	to	a	course	leader,	no,	and	you	







times	 from	 her	 discipline	 and	 the	 dean	 of	 engineering	 who	 had	 worked	 on	
aeronautical	engineering	so	people	are	very	skilled	in	their	discipline	sitting	there,	
coming	from	that	discipline	and	representing	thinking	that’s	informed	by	where	














































that	 they’re	 probably	 underpaid,	 they’re	 highly	 skilled,	 but	 whether	 or	 not	 it	
would	be	better	for	them	to	bring	all	that	to	light	and	pay	them	more,	but	I	don’t	
know.	It	needs	looking	at,	 it	needs	a	lot	of	looking	at	because	I	think	they,	um,	





























a	 research	 project,	 which	 is	 what	 Sally	 and	 I	 wrote,	 that	 indicates	 what	 the	
technicians	are	doing	that	 to	bring	the	case	 forward	really.	 It’s	quite	a	difficult	
area	because	it	might	be	better	not	to	disturb	it	at	all	but	I	do	think	they’re	not,	I	





































individually	 specified	 targets	 and	 individually	 aligned	 targets	 and	 those	micro-















That’s	 the	 forgivable	bit.	 I	guess	you	can	have	the	targets,	because	people	will	
aspire	to	excellence	and	normally	they	are	about	improvement	but	to	be	told	how	
to	get	there	can	be	pretty	gaoling	and	works	against	not	just	art	and	design	and	if	
you	 read	 ‘flow	 theory’	 it	works	 against	 people’s	 optimal	 achievement	 through	
happiness	 and	 feeling	 in	 control	 and	 connected	 to	 what	 they’re	 doing	 and	
therefore	 people	who	 are	 in	 those	 circumstances	 are	 better	 placed	 to	 deliver	
something	exceptional.		
	
So	 I	 think	 if	 people	 in	 very	 senior	 posts	 could	 learn	 to	 trust	what	 isn’t	 always	
wholly	 evidenced	 or	 rationalised,	 which	 comes	 from	 practise.	 Whether	 that	






that	we	should	have	a	 research	centre	here	 that’s	not	applied,	 that’s	 just	blue	
skies	and	that	has	practitioners	at	the	centre	and	looks	at	how	they	make	their	
































































































[Interviewee]	Okay,	 I	 think	 the,	 the	growth	of	 the	new	university	 in	 the	1970s	























[Interviewee]	 That	 is	 quiet	 hard	 to	 answer	 because	 obviously	 there	 are	 some	











for	 resource,	 it	 is	 self	 evidently	 cheaper	 to	 develop	 humanities	 or	 business	




Others	 have	 done	 brilliantly	 and	 have	 really	 flourished	 within	 the	 university	
context.	I	think	that	one	could	look	at	Manchester,	one	could	look	at	Nottingham	
Trent	and	there	are,	University	of	the	west	of	England,	there	are	others	as	well,	




















































and	 if	 the	 subjects	 were	 strong	 (there	 was	 no	 financial	 difficulties)	 and	
recruitment	was	strong	then	a	number	of	institutions	including	my	own	decided	



































struggling)	 I	 think	when	 institutions	 had	 difficulties	 but	 this	 institution	 is	 now	








I	 think	 that	 small	 specialist	 universities	 with	 a	 very	 clear	 focus	 on	 subject	
employability,	we	have	92%	at	under	graduate	level	and	95%	at	post	graduate.	

















































sure	 there	were	 pressures	 on	 every	 separate	 art	 school	 as	 they	 then	were	 to	











retention,	 95%	 retention,	we	 select	 students	 from	every	 place.	We	were	 over	






universities	 than	 we	 once	 were,	 new	 people	 are	 arriving	 from	 a	 university	
tradition	didn't	have	an	art	school	tradition	may	not	understand	the	opportunities	
that	are	still	very	strong	here.	 I	 think	that	 is	a	very	 interesting	thing	for	you	to	
reflect	on	I	think	in	terms	of	why,	because	it	used	to	be	the	subjects	that	were	
very	important	and	subject	communities	were	a	dominant	way	of	thinking.	I	don't	
think	 it	 is	any	more	and	 I	 think	 subject	 communities	have	been	 lost	 to	a	 large	
extent.	And	that	is	a	sadness	probably.	
	
[YY]	 Do	 you	 think	 as	 an	 independent	 art	 school	 you	 have	more	 freedom	 and	
creativity	than	the	art	schools	within	the	universities?	
	




creative	 experience	within	 a	 specialist	 university	 because	 all	 the	 resources	we	
have	go	towards	the	creative	community.	We	do	not	need	to	have	an	adjustment	
between	 subject	 areas.	 We	 do	 not	 have	 a	 disputation	 between	 whether	 we	
support	an	engineering	award	or	a	humanities	award	or	an	arts	award	because	






















every-bodies	 final	 projects	 coincide	 at	 the	 same	 time	 and	 so	 fashion	
photographers	will	 work	with	 fashion	 students.	 Animators	will	 work	with	 film	





























studio	 space.	 It's	 expensive	 to	 do	 that	 but	 that	 is	 what	 we	 think	 specialist	
education	is	about.		
	













great	 opportunities	 for	work	 placements.	 And	 a	 number	of	 courses	work	with	
what	we	call	live	projects.	We	have	something	call	the	ideas	factory	why	students	























































is]”	 students.	 But	 predominant,	 the	 largest	 part	 of	 our	 community	 is	





























































[Interviewee]	 I	 think,	 the	 reason	 I'd	 like	 them	 to	 choose,	 because	 I	 think	 it's	














































































word	 struggling	 might	 mean.	 Struggling	 might	 mean	 “haven’t	 got	 very	 good	
reserves”	 so	 you	 might	 look	 at	 their	 books	 and	 you'd	 see	 well	 what	 are	 the	
reserves	of	different	universities	and	you'd	compare	three	or	four	specialists	with	
three	 or	 four	 generalists.	 I	 think	 you'd	 be	 unable	 to	 make	 the	 point	 about	
struggling	if	you	did	that.		
	
The	 other	 thing	 about	 struggling	 might	 be	 applications,	 are	 they	 not	 getting	
students	to	apply.	And	again	I	think	if	you	looked	at	data,	which	is	difficult	to	get,	






chancellors	 of	 generalist	 universities	 would	 swap	 my	 reserves	 as	 a	 ratio	 of	
expenditure	and	would	 swap	my	borrowing	 rate	or	 certainly	 swap	my	student	
applications.	So	I	don't	think	it	is,	it	doesn't	mean	that	specialist	universities	can't	









is	 clearly	 is	 a	 diminutions	 number	 of	 students	 which	 you	 need	 to	 create	 an	







are	asking	quite	rightly	“Why	should	 I	study	with	you,	what	 is	 it	 I	will	get	from	
studying	with	you?”	which	is	different	to	going	X	or	Y.		
	











[long	 pause	 to	 think]	 I	 think	 very	 big	 student	 bodies	 can	 have	 possibly	 larger	





















Mao	at	you	but	did	a	 thousand	 flowers	bloom	 is	my	view.	 I	don't	mind	where	
students	go	as	long	as	they	get	a	good	experience	when	they	get	there	and	they	



























































































































of	 employability	 because	 we	 think	 that	 employability	 outside	 of	 specialist	































































collaboration	 could	 actually	 be	 with	 another	 country	 or	 another	 specialist	
university.	But	that's	the	nature	of	the	world	we	operate	in.	
	





There	 is	 something	 incredibly	nice	 for	 specialist	 communities	when	 they	mean	
another	 one,	 because	 of	 the	 similarities	 in	 endeavor.	 And	 then	 obviously,	









both	 pedagogic	 and	 cultural.	 So	 the	 approach	 to	 a	 common	 brief	 which	 we	


















































enviroment	 )and	why	we'll	only	 select	 the	best	and	why	we	won't	 change	our	
aspiration	to	be	good	and	why	you	can't	have	a	quiet	year.	In	agriculture	there	is	






















































to	 working,	 their	 professional	 approach	 to	 working,	 one	 hopes.	 Through	 the	
support	staff	who	understand	them	and	push	them	and	don't	just	let	them	coast	
(	).	To	the	academic	staff	who	bring	in	research	and	expertise	and	who	












[Interviewee]	 Creative,	 community,	 focused,	 small,	 caring	 and	 industrially	

















































































But	status	 is	a	very	 loaded	question	 isn't	 it?	 It	 implies	that	there	 is	a	higher	or	



















sort	 of	 happy	 to	 say	 that.	 But	 I'd	 equally	 say	 that	 there	 are	 some	 specialist	
universities	doing	just	as	good	work.	And	there	are	some	general	universities	with	






























Of	 course	 they	merge	sometimes	because	 they	weren't	economically	viable	or	
because	they	weren't	able	to	sustain	themselves	from	strong	political	pressures.	
Those	things	happened.	But	I	think	if	you	have	a	completely	free	context,	keep	
specialism,	 keep	 independence	 and	 celebrate	 diversity	 in	 the	 sector.	 I	 like	
universities	that	doing	my	subjects	being	specialist,	being	general	doesn't	matter.	
What	I	really	think	is	important	is	to	do	a	good	job	and	what	I	really	dislike	about	







[Interviewee]	Well	 there	 aren't	 really	 polytechnics	 any	more	 in	 England.	 But	 I	
think	probably	like	better	is	a	sort	of	difficult	question	in	research	terms	because	
it	is	very	subjective	isn't	it?	On	the	basis	on	my	experience	I	have	seen	strengths	
































prospect	 is	 extremely	 strong.	 I	 think	 that	 we're	 seeing	 a	 downscaling	 of	 the	


























ten	 years	 ago,	 but	 I	 think	 it'd	 be	 absolutely	 the	 wrong	 argument	 now.	 The	














[Interviewee]	 I	 think	 that,	 well	 I	 suppose	 others	 may	 not	 share	 my	 view	 and	
therefore	they	could	want	to	merge.	I	think	it	would	be	an	unusual	choice	at	the	
moment.	Bordering	on	the	bizarre.		
	
[YY]	Sorry?	
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[Interviewee]	Bizarre.	Foolish	really.	I	was	trying	to	be	polite.	I	think	it	would	be	
absolute	madness	really.	So	no,	I	don't	think	they'll	merge.	
	
[YY]	Good.	So	you	gave	me	a	totally	different	view	today.	Thank	you!	
	
[Interviewee]	Well	you	might	expect	that	I	suppose.		
	
-END- 
